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BASKERVILLE 


Designed by John Baskerkville, 1757 


BODONI 


Designed hy Giambattista Bodoni, 1790s 


хо CASLON 


Designed by Carol Twombly, 1990, based on pages 
printed by William+Caslon, 1734-70 


CENTAUR 


Designed by Bruce Rogers, 1912 


The italic, by Frederic Warde, is based on the fifteenth-century 
hand of Ludovico degli Arrighi. 


CENTURY EXPANDED 


Designed by Morris Puller Benton, 1900 


CLARENDON 


Named for the Clarendon Press, Oxford, 
who commissioned it in 1845 


m DIDO 


Designed by Jonathan Hoefler, 1992, inspired by 
the types of Francois Ambroise Didot, 178% 


FEDRA SANS 


Designed by Peter Bilak, 2001, who was asked 
to create a "de-Prostestantized Univers” 


FILOSOFIA 


Designed by Zuzana Licko, 1996, 
a revival of the types of Bodoni 


FRUTIGER 


Designed by Adrian Frutiger, 1976 


FRANKLIN GOTHIC 


Designed by Morris Fuller Benton, 1904 
FUTURA 


Designed by Paul Renner, 1927, who sought an 
"honest expression of technical processes." 


GEORGIA 


Designed by Matthew Carter, 1996, 
for display on screen 


GILL SANS 


Designed by Eric Gill, 1928. 
It has been described as Britain's Helvetica, 


„GARAMOND 


Designed by Robert Slimbach, 1989, 
based on pages printed by Claude Garamond 
in the sixteenth century 


: GOTHAM 


Designed by Tobias Frere-Jones, 2000, 
inspired by lettering found at 


` Port Authority Bus Terminal, New York City 


HELVETICA 


Designed by Max Miedinger, 1957 


HOEFLER TEXT 


Designed by Jonathan Hoefler, c. 1995 


INTERSTATE 


Designed by Tobias Frere-Jones, 1993, 
inspired by U.S. highway signs 


soo JENSON 


Designed by Robert Slimbach, 1995 


META 


Designed by Erik Spiekermann, 1991 


MRS EAVES 


Designed by Zuzana Licko, 1996, 
inspired by pages printed by John Baskerville 


NEUTRAFACE 


Designed by Christian Schwartz, House Industries 
2002, based on lettering created by the ei 


Richard Neutra in the 1940s and 19505 


NOBEL 


Designedby Tobias Frere-Jones, 1993, 
based on 1929 types by the Dutch typographer 
Sjoerd Henrik de Roos. 
Frere-Jones describes Nobel as 
"Futura cooked in a dirty pan.” 


NEWS GOTHIC 


Designed by Morris Fuller Benton, 1908 


SABO 


Designed by Jan Tschichold, 1966, 
inspired by the sixteenth-century types of 
Claude Garamond 


SCALA 


Designed by Martin Majoor, 1991 


THESIS SERIF 


Designed by Lucas de Groot, 1994 


TRADE GOTHIC 


Designed by Jackson Burke, 1948-60, 
inspired by nineteenth-century grotesques 


UNIVERS 


Designed by Adrian Frutiger, 1957 


VERDANA 


Designed by Matthew Carter, 1996, 
for display on screen 


WALBAUM 


д Designed by Justus Erich Walbaum, 1800 
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moon's SARSAPARILLA Advertisement, lithograph, 1884 

A woman's healthy face bursts through a sheet of text, her bright 
complexion proving the product's efficacy better than any written 
claim, Both text and image have heen drawn by hand, reproduced 
via color lithography. Printed here at actual size. 


INTRODUCTION 


THE ORGANIZATION OF LETTERS on a blank page—or screen—is the 
designer's most basic challenge. What kind of font to use? How big? How 
should those letters, words, and paragraphs be aligned, spaced, ordered, 
shaped, and otherwise manipulated? 

Anyone who regularly and enthusiastically commits acts of visual 
communication will find something to use and enjoy in this book, which 
offers practical information within a context of design history and theory. 
Some readers will be chiefly interested in the sections that present basic 
typographic principles in concise, non-dogmatic layouts. Others will spend 
more time with the critical essays, which look at the cultural frameworks 
of typography. 

I decided to create this book because there was no adequate text to 
accompany my own courses in typography, which I have been teaching at 
Maryland Institute College of Art in Baltimore since 1997. Some books on 
typography focus on the classical page; others are vast and encyclopedic, 
overflowing with facts and details. Some rely too heavily on illustrations of 
their authors’ own work, providing narrow views of a diverse practice, while 
others are chatty and dumbed-down, presented in a condescending tone. 

I sought a book that is serene and intelligible, a volume where 
design and text gently collaborate to enhance understanding. I sought a work 
that is small and compact, economical yet well constructed—a handbook 
designed for the hands. I sought a book that reflects the diversity of 
typographic life, past and present, exposing my students to history, theory, 
and ideas. Finally, | sought a book that would be relevant across the media 
of visual communication, from the printed page to the glowing screen. 

1 had no alternative but to write the book myself. 


Thinking with Type is assembled in three sections: LETTER, TEXT, and GRID, 
building from the basic atom of the letterform to the’ organization of words 
into coherent bodies and flexible systems. Each section opens with a 
narrative essay about the cultural and theoretical issues that fuel typographic 
design across a range of media. The demonstration pages that follow each 
essay show not just how typography is structured, but why, asserting the 
functional and cultural basis for design habits and conventions. 
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The first section, LETTER, reveals how early typefaces referred to 
the body, emulating the work of the hand. The abstractions of neoclassicism 
bred the strange progeny of nineteenth-century commercial typography. 

In the twentieth century, avant-garde artists and designers explored the 
alphabet as a theoretical system. After digital font design became a cottage 
industry and a mode of underground publishing in the 1980s, typography 
became a narrative form that revived its connections with the body. 

The second section, TEXT, considers the massing of letters into 
larger bodies. Designers approach text as a continuous field whose grain, 
color, density, and silhouette can be endlessly adjusted. Technology has 
shaped the design of typographic space, from the concrete physicality of 
metal type to the flexibility—and constraints—offered by digital media. 

Text has evolved from a closed, stable body to a fluid and open ecology. 

The third section, GRID, looks at spatial organization. Grids 
underlie every typographic system. In the early twentieth century, Dada and 
Futurist artists attacked the rectilinear constraints of metal type and exposed 
the mechanical grid of letterpress. Swiss designers in the 1940s and 19505 
created design's first total methodology by rationalizing the grid. Their work, 
which introduced programmatic thinking to a field governed by taste and 
convention, remains profoundly relevant to the systematic thinking required 
when designing for multimedia. 

Throughout the book, examples of design practice demonstrate 
the elasticity of the typographic system, whose rules can all be broken. 
Finally, the АРРЕ 1x contains handy lists, helpful hints, dire warnings, 
and resources for further study. 

This book is about thinking with typography—in the end, the 
emphasis falls on with. Typography is a tool for doing things with: shaping 
content, giving language a physical body, enabling the social flow of 
messages. Typography is an ongoing tradition that connects you with other 
designers, past and future. Type is with you everywhere you go—the street, 
the mall, the Web, your apartment. This book aims to speak to, and with, 
all the readers and writers, designers and producers, teachers and students, 
whose work engages the ordered yet unpredictable life of the visible word. 


ACKNOWLEDGMENTS 


AS A DESIGNER, WRITER, AND VISUAL THINKER, I am indebted to my teachers 
at the Cooper Union, where I studied art and design from 1981 to 1985. 
Back then, the design world was rather neatly divided between a Swiss- 
inflected modernism and an idea-based approach rooted in American 
advertising and illustration. My teachers, including George Sadek, William 
Bevington, and James Craig, staked out an odd place between those worlds, 
allowing the modernist fascination with abstract systems to collide with 
the strange, the poetic, and the popular. 

The title of this book, Thinking with Type, is an homage to James 
Craig's primer Designing with Type, the utilitarian classic that was our text 
book at Cooper. If that book was a handyman's guide to basic typography, 
this one is a naturalist's field guide, approaching its subject as an organic 
system that is more evolutionary than mechanical. What I really learned 
from my teachers was how to think with type: how to use visual and verbal 
language to develop and deliver ideas. As a student, discovering typography 
was finding the bridge connecting written language to visual art. 

To write my own book for the twenty-first century I have had to 
educate myself all over again. In 2003 I enrolled in the Doctorate in 
Communications Design program at the University of Baltimore. There 1 
have worked with Stuart Moulthrop and Nancy Kaplan, world-class scholars, 
critics, and designers of networked media and digital interfaces. Their 
influence is seen throughout this book. 

My colleagues at Maryland Institute College of Art have built 
a distinctive design culture at the school; special thanks go to Ray Allen, 
Fred Lazarus, Elizabeth Nead, Bernard Canniffe, Jennifer Cole Phillips, 
Rachel Schreiber, and all my students, past and future. 

My editor, Mark Lamster, has kept this project alive and conscious 
across its seemingly endless development. I also thank Eric Karnes and Elke 
Gasselseder, Kevin Lippert at Princeton Architectural Press, Timothy Linn at 
Asia Pacific Offset, William Noel at the Walters Art Museum, Paul Warwick 
Thompson and Barbara Bloemink at the Cooper-Hewitt, National Design 
Museum, and all the designers who shared their work with me. 

Ilearn something every day from my children, Jay and Ruby, 
and from my parents, my twin, and the amazing Miller family. My friends— 
Jennifer Tobias, Edward Bottone, Claudia Matzko, Darsie Alexander, 
and Joy Hayes—sustain my life. My husband, Abbott Miller, is the greatest 
designer I know, and 1 am proud to include him in this volume. 
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MARTIN матоо began designing the typeface Seria 
with this napkin sketch made on a train from Berlin to 
Warsaw in 1996. The typeface was released by FontShop 
International in 2000. Most contemporary typefaces 
ultimately take a digital form, but many are rooted in 
calligraphic tradition and originate in handwritten 
sketches and prototypes. 
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TYPE, SPACES, AND LEADS 
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тур 
Diagram from book, 1917 
Author: Frank S. Henry 

In a traditional printing shop, 
gridded cases hold fonts of type 
and spacing material, Capital 
letters are stored in a drawer 
above the minuscule letters. 
Hence the terms “uppercase” 
and “lowercase” are derived 
‚from the physical space of the 
print shop. 


SPACES, AND LEADS 


— =~ 


LETTER | 13 


JOHANNES 
GUTENBERG 

Printed text, 
! 136 


iarob-ı Dep 


ana Rüprı: gure кшт айпи! 
an yy пайа шлу A ae, ha mS 

оп Grapl 
тте Duzürraptinas Райр 09^ 


LETTER 


THIS 15 NOT A BOOK ABOUT FONTS. It is a 
Typefaces are an essential resource employed by graphic designers, jus 
glass, stone, steel, and countless other materials are employed by architects. 


book about how to use them. 


as 


Graphic designers sometimes create their own fonts and custom lettering. 
More commonly, however, they tap the vast library of existing typefaces, 
choosing and combining them in response to a particular audience or 
situation. To do this with wit and wisdom requires knowledge of how— 
and why—letterforms have evolved. 

Words originated as gestures of the body. The first typefaces were 
directly modeled on the forms of calligraphy. 
bodily gestures—they are manufactured images designed for infinite 


pefaces, however, are not 


repetition. The history of typography reflects a continual tension between 
the hand and the machine, the organic and the geometric, the human body 


ions, which marked the birth of printed 


and the abstract system. These tens 
letters over five hundred year ago, continue to enei 

Movable type, invented by Johannes Gutenberg in Germany in the 
early fifteenth century, revolutionized writing in the West. Whereas scribes 


ге typography today. 


had previously manufactured books and documents by hand, printing with 
type allowed for mass production: large quantities of lette 
mbled into “forms.” After the pages were proofed, 


‘ould be cast 


from a mold ani 
corrected, and printed, the letters were put away in gridded с 
Movable type had been employed earlier in China, but it had 
proven less useful there. Whereas the Chinese writing system contains tens 
of thousands of distinct characters, the Latin alphabet translates the sounds 


5 for reuse. 


ion. 


suited to mechan 


of speech into a small set of marks, making it well 
Gutenberg's famous Bible took the handmade manus: 
Emulating the dense, dark handwriting known as "blackletter," he 

reproduced its erratic texture by creating variations of each letter as well 


as numerous ligatures (characters that combine two or more letters into 


iptas its model. 


a single form). 


‘This chapter extends and revises “Laws of the Letter." Ellen 


Design (New York: Kiosk, 1996; London: Phaidon, 
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NICOLAS JENSON learned to print in Mainz 
the German birthplace of typography, before 


establishing his own 
printing press in Venice. 
His letters have strong 
vertical stems, and the 
transition from thick to 
thin reflects the path of a 
broad-nibbed pen. 


CENTAUR, designed from 
1912 to 114 by Bruce 
Rogers, is a revival of 
 Jenson's type that 
emphasizes its ribbonlike. 
stroke. 


by the Dutch typographer, 
teacher, and theorist 
Gerrit Noordzij. This 
digitally constructed font, 
designed in the 19905, 
captures the dynamic, 
three-dimensional quality 
of fifleenth-century roman 


typefaces as well as their gothic (rather than humanist) origins, 
As Noordzij explains, Jenson “adapted 
1o Italian fashion (somewhat rounder, somewhat 
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Lorem ipsum dolor si Lorem ipsum dolor sit 
consectetuer adipiscin; 
Integer pharetra, nisl u 
luctus ullamcorper, au; 


consectetuer adipiscing el 
Integer pharetra, nisl t 
luctus ullamcorper, au 
tortor egestas ante, vel tortor egestas ante, vel р 
pede urna ac neque. N pede urna ac neque. М 


ac mi eu purus tincidt ac mi eu purus tincidu 


vanum laboraverunt 

si Dominus custodie 
istra vigilavit qui соз! 
num est vobis ante lt 
rgere postquam sede 
imanducatis panem 
m dederit dilectis sui 
ALMI IVXTA LXX 


Lorem ipsum dolor s 
consectetuer adipisci 
Integer pharetra, nis 
ullamcorper, augue t 
ante, vel pharetra pec 
neque. Mauris ac mi 
tincidunt faucibus. P 
dignissim lectus. Nun 


SCALA was introduced in 1991 by the 

Dutch typographer Martin Majoor. Al 

s thoroughly contemporary ty 

” geometric serif and rational, almost modular 
forms, it reflects the calligraphic origins of 
type, as seen in letters such аз а. 


serman letters 


created 


GOLDEN TYPE 
was created by the 
English design. 
reformer William 
Morris in 1890. 


and solemn 
density of Jenson's 


pages. 


ADONE JENSON 
was designed in 
1995 by Robert 
Slimbach, who 
reconceives 
historical type- 
faces for digital 

use. Adobe Jenson 


is less mannered 


and decorative 
than Centaur. 
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FRANCESCO 

curro 

Roman and italic 

types designed for 

Aldus Manutius, 

6.1500. They are 


conceived as two 
separate typefaces, 


JEAN JANNON 
Roman and italic types 
Jor the Imprimerie Royale, 
Paris, 1642, coordinated 
into a larger type family. 


HUMANISM AND THE BODY 


In fifteenth-century Italy, humanist writers and scholars rejected gothic 
scripts in favor of the lettera antica, a classical mode of handwriting with 
wider, more open forms. The preference for lettera antica was part of 

the Renaissance (rebirth) of classical art and literature. Nicolas Jenson, 

а Frenchman who had learned to print in Germany, established an 
influential printing firm in Venice around 1469. His typefaces merged the 
gothic traditions he had known in France and Germany with the Italian 
taste for rounder, lighter forms. They are considered among the first—and 
finest—roman typefaces. 

Many fonts we use today, including Garamond, Bembo, Palatino, 
and Jenson, are named for printers who worked in the fifteenth and 
sixteenth centuries. These typefaces are generally known as “humanist.” 
Contemporary revivals of historical fonts are designed to conform with 
modern technologies and current demands for sharpness and uniformity. 
Each revival responds to—or reacts against—the production methods, 
printing styles, and artistic habits of its own time. Some revivals are based 
on metal types, punches, or drawings that still exist; most rely solely on 
printed specimens. 

Italic letters, also introduced in fifteenth-century Italy (as their 
name suggests), were modeled on a more casual style of handwriting. 
While the upright humanist scripts appeared in prestigious, expensively 
produced books, the cursive form was used by the cheaper writing shops, 
where it could be written more rapidly than the carefully formed lettera 
antica. Aldus Manutius was a Venetian printer, publisher, and scholar who 
used italic typefaces in hi: internationally distributed series of small, 
inexpensive books. The cursive form saved money because it saved space. 
Aldus Manutius's books often paired cursive letters with roman capitals; 
the two styles still were considered fundamentally distinct. 

In the sixteenth century, printers began integrating roman and 
italic forms into type families with matching weights and x-heights (the 
height of the main body of the lowerface letter). Today, the italic style in 
most fonts is not simply a slanted version of the roman; it incorporates the 


curves, angles, and narrower proportions associated with cursive forms. 
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Marks, 2000). 


GEOFROY TORY 
N [ argued that 

- |— letters should. 
reflect the ideal 
human body. Regarding the letter A, he wrote: 
“the cross-stroke covers the man’s organ of 
generation, to signify that Modesty and Chastity 
аге required, before all else, in those who seek 


acquaintance with well-shaped letters.” 


By WILLIAM CASLON, 
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SIMONNEAU 


designed model 
letterforms for 

Ihe printing press 
of Louis XIV. Instructed by a royal committee, 

au designed his letters on a finely meshed 


grid. A royal typeface (romain du roi) was then 


Simonn 


created by Philippe Grandjean, based on 


Simonneau's engravings, 
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By JOHN BASKERVILLI 


nos cham f; Wa printer ч 1 
A B ( D quemad fm „ "^ Am indebted to you for two if fo mui 
ABCDEF “Posad Letters dated from Corcyra. — Gnmlyi 


WILLIAM castos created. 
typefaces їп eighteenth-century 
England with crisp, upright 
characters that appear, as Robert 
Bririghurst has written, 

“more modelled and less written 
than Renaissance forms." 


17605. He aimed to surpass Caslon by creating 
sharply detailed letters with more vivid contrast 
veen thick and thin elements. Whereas 
letters were widely used in his own time, 


be 


Castor 
Baskerville's work was denounced by many of his 


contemporaries as amateur and extremist. 


AUSTERLITII 


GIAMBATTISTA ворон! created letters at the 
close of the eighteenth century that 
unmodulated contrast between thick and thi 
razordhin serifs that are unsupported by curv 
“brackets.” Similar typefaces were designed in the 
same period by François Ambroise Didot (1784) 
in France and Justus Erich Walbaum (1800) 


in Germany. 
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GEORGE BICKHAM, 1743. 
Samples of "Roman Print" 
and “Italian Hand." 


This accusation was reported 
to Baskerville in a letter from 
his admirer Benjamin * 
Franklin, For the full letter, see 
F. E. Pardoe, John Baskerville 
of Birmingham: Letter-Founder 
and Printer (London: Frederick 
Muller Limited, 1975), 68. 

See also Robert Bringhurst, 
The Elements of Typographic 
Style (Vancouver: Hartley and 
Marks, 1992, 1997). 


ENLIGHTENMENT AND ABSTRACTION 


Renaissance artists sought standards of proportion in the idealized human 
body. The French designer and typographer Geofroy Tory published a series 
of diagrams in 1529 that linked the anatomy of letters to the anatomy of 
man. A new approach—distanced from the body—would unfold in the age 
of scientific and philosophical Enlightenment. 
A committee appointed by Louis XIV in France in 1693 set out 

to construct roman letters against a finely meshed grid. Whereas Geofroy 
Tory's diagrams were produced as woodcuts, the gridded depictions of the 
romain du roi (king's alphabet) were engraved, made by incising a copper 
plate with a tool called a graver. The lead typefaces derived from these 
large-scale diagrams reflect the linear character of engraving as well as the 
scientific attitude of the king's committee. 

Engraved letters—whose fluid lines are unconstrained by letter- 
mechanical grid—offered an apt medium for formal lettering. 
ship disseminated the work of the great 


pres: 
Engraved reproductions of penm; 
eighteenth-century writing masters. Books such as George Bickham's 

The Universal Penman (1743) featured roman letters—each engraved as a 
unique character—as well as lavishly curved scripts. 

Eighteenth-century typography was influenced by new styles of 
handwriting and their engraved reproductions. Printers like William 
Caslon in the 1720s and John Baskerville in the 1750s abandoned the rigid 
nib of humanism for the flexible steel pen and the pointed quill, 
instruments that rendered a fluid, swelling path. Baskerville, himself a 
master calligrapher, would have admired the thinly sculpted lines that 
appeared in the engraved writing books. He created typefaces of such 
sharpness and contrast that contemporaries accused him of “blinding all 
the Readers in the Nation; for the strokes of your letters, being too thin and 
narrow, hurt the Eye.” To heighten the startling precision of his pages, 
Baskerville made his own inks and hot-pressed his pages after printing. 

The severe vocabulary of Baskerville was carried to an extreme by 
Giambattista Bodoni in Italy and Firmin Didot in France at the turn of the 
nineteenth century. Their typefaces—which have.a wholly vertical axis, 
extreme contrast between thick and thin, and crisp, waferlike serifs—were 
the gateway to a new vision of typography unhinged from calligraphy. 


The romain du roi was designed not by a typographer but by a government committee 
consisting of two priests, an accountant, and an engineer. Robert Bringhurst, 1992 


PVIRGILII MARONIS 


| BUCOLICA 


ECLOGA I. cui nomen TITYRUS. 


. MELIBOEUS, Tıryrus. 


ITYRE, tu patule recubans fub tegmine fagi 
Silveftrem tenui Mufam meditaris avena: 
Nos patria fines, et dulcia linquimus arva; 
Nos patriam fugimus: tu, Tityre, lentus in umbra 
5 Formofam refonare doces Amaryllida уаз. 

T. © Melibcee, Deus nobis hzc otia fecit: 
Namque erit ille mihi femper Deus: illius aram 
Sepe tener noftris ab ovilibus imbuet agnus. 

Ille meas errare boves, ut cernis, et ipfum 

то Ludere, quz vellem, calamo permifit agrefti, 

M. Non equidem invideo; miror magis: undique totis 
Ufque adeo turbatur agris. en ipfe capellas 
Protenus рег ago: hanc etiam vix, Tityre, duco: 
Hic inter denfas corylos modo namque gemellos, 

15 Spem gregis, ah! filice in nuda connixa reliquit, 
Sæpe malum hoc nobis, fi mens non keva fuiffet, 

De ccelo tactas memini przedicere quercus: 
Sæpe finiftra cava predixit ab ilice cornix. 
Sed tamen, ifle Deus qui fit, da, Tityre, nobis. 

20 Т. Urbem, quam dicunt Romam, Melibeee, putavi 
Stultus ego huic noflra: fimilem, quo бере folemus 
Paftores ovium teneros depellere foetus. 

Sic canibus catulos fimiles, fic matribus hoedos 
A Noram; 


LA THEBAIDE, 


OU | 


LES FRERES ENNEMIS, 


vincit (LEFT) 


Book page, 1757 | 
Printed by John Baskerville | 
Bre typefaces created by John TRAGÉDIE. | 


Baskerville in the eighteenth 
century were remarkable— 
even shocking —in their day for 
- "their sharp, upright forms and. 
stark contrast between thick 
and thin elements, In addition 


erm cue ACTE PREMIER. 
scale capitals (generously | 


Ietterspaced). small capitals L—— || 
(scaled to coordinate with 


Jowercase text), and non-lining i 
Аа (designed. SCENE 1. | 
with ascenders, descenders, and \ 
@ small body height to work JOCASTE, OLYMPE 

A Я 


LL wit lowercase йал). 


RACINE (RIGHT) I SOCASTE. 

Book page, 1801 H 1 | 
Es ts sont sortis, Olympe? Ah! mortelles douleurs! | 

The typefaces cut by the Didot Qu'un moment de repos me va coüter de pleurs! ! 
family in France were even pne А д 
i Ba. Кы Mes yeux depuis six mois étoient ouverts aux larmes, 

ШЕ ev siat Et le sommeil les ferme en de telles alarmes! 

асаган and a stark Э CBS 

contrast from thick to thin. Puisse plutót la mort les fermer pour jamais, 


соњати pri R 4 а 3 
Мавара Et m’empecher de voir le plus noir des forfaits! 


ypographers called these | 

littering typefaces “modern,” Mais en sont-ils aux mains? 
рут are reproduced | 
from William Dana Orcutt, 
Tn Quest of the Perfect Book 
(New Yorks Litle, Brown and 
Company, 1926): margins are. 
not accurate, 


1825; 
‚At 10 o'Clock in the Morning: 


\ QUANTITY OF OL 


ORDAG 


was given lo the inflated. 


ing {һе rem: perit pei 
3k of the Sch 7... 
exaggerated the polar 


(У. вошы of letters into thick and 


components seen in the formal 


typography of Bodoni and 
Didot. 


EGYPTIAN, or slab, typefaces 


transformed the serif from a 
refined detail to a load-bearing 
slab. As an independent 
architectural component, the 
slab serif asserts its own weigl 
dnd mass. Introduced in 1806, 


this style was quickly denounced 


by purists as “a typographical 


LETTER | 20 


EXTRA CONDENSED typefaces 


are designed 1o fit in narrow 


spaces. Nineteenth-century 
advertisements often combined 
fonts of varying style and 

ngle page 
These bombastic mixtures were 


proportion on a 


typically aligned, however, in 


static, centered compositions. 


cornic is a nineteenth-century 


term for letters with no serif. 
Such typefaces could command 
attention with their massive 
frontality, Although sans-serif 
fonts often served in the 
twentieth century to convey 


neutrality, flamboyantly 


decorated gothics were once 


My person was hideous, my stature gigantic. What did this mean? Who was I? What was I?.. 
Accursed creator! Why did you create a monster so hideous that even you turned away from 


me in disgust? Mary Shelley, Frankenstein, 1831 
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me 


ANTIQUE 


Type historian Rob Roy 
2004) studied 
ed design 
strategies that served to 
generate a spectacular 
variety of display le 
the nineteenth century. 
This diagram shows how 
the basic square serif 
form—called Egyptian or 
slab—was cut, pinched, 
pulled, and curled to spawn 
mew species of omament, 
Serif were transformed 
fron calligraphic end- 
strokes into independent 
geometric elements that 
toiild be freely adjusted. 


MONSTER FONTS 


Although Bodoni and Didot fueled their designs with the calligraphic 
practices of their time, they created forms that collided with typographic 
tradition and unleashed a strange new world, where the structural attributes 
of the letter—serif and stem, thick and thin strokes, vertical and horizontal 
stress—would be subject to bizarre experiments. In search of a beauty both 
rational and sublime, Bodoni and Didot had created a monster: an abstract 
and dehumanized approach to the design of letters. 

With the rise of industrialization and mass consumption in the 
nineteenth century came the explosion of advertising, a new form of 
communication demanding new kinds of typography. Big, bold faces were 
designed by distorting the anatomical elements of cla: letters. Fonts of 
astonishing height, width, and depth appeared—expanded, contracted, 
shadowed, inlined, fattened, faceted, and floriated. Serifs abandoned their 
role as finishing details to become independent architectural structures, and 
the vertical stress of traditional letters migrated in new directions. 


mw'vrWITY ТЕТҮТҮ 


CIARENDON INTIN[AN| TUSCAN TUSCAN 


Lead, the material for casting metal type, is too soft to hold its shape at large 
sizes under the pressure of the printing press. In contrast, type cut from 
wood could be printed at gigantic scales. The introduction of the combined 
pantograph and router in 1834 revolutionized wood-type manufacture. 

The pantograph is a tracing device that, when linked to a router for carving, 
allows a parent drawing to spawn variants with different proportions, 
weights, and decorative excresences. 

This mechanized design approach treated the alphabet as a flexible 
system divorced from the calligraphic tradition. The search for archetypal, 
perfectly proportioned letterforms gave way to a view of typography as an 
elastic system of formal features (weight, stress, stem, crossbars, serifs, 
angles, curves, ascenders, descenders). The relationships among letters in a 
font became more important than the identity of individual characters. 


For extensive analysis and examples of decorated types, see Rob Roy Kelly, 
American Wood Type: 1828-1900, Notes on the Evolution of Decorated and Larg 

(New York: Da Capo Press, 1969). See also Ruari McLean, "An Examination 

of Egyptians,” Texts on Type: Critical Writings on Typography, ed, Steven Heller and 
Philip В. Meggs (New York: Allworth Press, 2001), 70-76. 


MAILED FREE 
‘on application to, 


29. & ЗІРлак Pract 
КЕН YOR 
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DURYEA'S IMPORTED 
CORNSTARCH (LEFT) 

Lithographic trade card, 187 
The rise of advertising in the 
nineteenth century stimulated 


demand for large-scale letters that 
could command attention in 
urban space, Here, a man is 
shown posting a bill in flagrant 
disregard for the law, while а 
police officer approaches from 
around the comer: 


FULL MOON (RIGHT) 
Letterpress poster, 1875 

A dozen different fonts are used 
in this poster for a steamship 


cruise. A size and style of typeface 


has been chosen for cach line to 
maa he scale of the letters 
in the space allotted, Although 
the typefaces are exotic, the 
centered layout is as static and 


conventional as a tombstone, 


FULL MOON. 


ST- MICHAEL?S 


TEMPERANCE BAND | 


Prof. У. Yeager, Leader, will give a 


an an DD 


ИЕ 
EXCURSION 


On the Steamer 


BELLE! 
To Osbrook and Watch Hill, 
On Saturday Evening, July 17th, 


Leaving Wharf at 7$ o'clock. Returning do Westerly 
„at 104 o'clock. Kenneth will be at Osbrook. 


TICKETS, - FORTY CENTS. 


G. B. & J. Н. Utter, Steam Printers, Westerly, R. I. 
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of the Dutch De Stijl movement, designed this аір 


with perpendicular elements in 1919. Applied here 


the letterhead of the Union of Revolutionary Socialists, т 


the hand-drawn characters vary in width, allowing 


them to fill out the overall rectangle. The De Stijl 


uwe TT ELLECTUEELEN | 


architecture, object 


De Stijl in 1917. Whereas 
Van Doesburg’s characters are 


an ЖОГУ 


consist of pivel-like modules 


ag a EEE | Be 


| abcdefchi FETTE FUTURA 
j«Imnopar 


| s tuvuxuz OET 


HERBERT BAYER created this typeface design, 
called universal, at the Bauhaus in 192 
Consisting only of lowercase letters, it is built 
from straight lines and circles 


PAUL RENNER designed Futura 


in Germany in 1927. Although 


ly geometric, with 


tly round Os, Futura is a 
practical, subtly designed typeface 


that remains widely used today 
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REFORM AND REVOLUTION 


Some designers viewed the distortion of the alphabet as gross and 
immoral, tied to a destructive and inhumane industrial system. Writing in 
1906, Edward Johnston revived the search for an essential, standard 
alphabet and warned against the “dangers” of exaggeration. Johnston, 
inspired by the nineteenth-century Arts and Crafts movement, looked back 
to the Renaissance and Middle Ages for pure, uncorrupted letterforms. 
Although reformers like Johnston remained romantically attached 
to history, they redefined the designer as an intellectual distanced from 
the commercial mainstream. The modern design reformer was a critic of 
society, striving to create objects and images that would challenge and 
revise dominant habits and practices. 
The avant-garde artists of the early twentieth century rejected 
historical forms but adopted the model of the critical outsider, Members 
of the De Stijl group in the Netherlands reduced the alphabet to 
EDWARD JOHNSTON based perpendicular elements. At the Bauhaus, Herbert Bayer and Josef Albers 
this 1906 diagram of "essential" E 2 5 
SR ancient Roman constructed alphabets from basic geometric forms—the circle, square, and 
inscriptions. While deriding triangle—which they viewed as elements of a universal language of vision. 
commercial display lettering, Such experiments approached the alphabet as a system of abstract 
er ap ш relationships. Like the popular printers of the nineteenth century, avant- 
inspired forms. garde designers abandoned the quest for an essential, perfectly shaped 
alphabet, but they offered austere, theoretical alternatives in place of the 
solicitous novelty of mainstream advertising. 
Assembled, like machines, from modular components, these 
experimental designs emulated factory production. Yet most were 
On Futura, все Christopher produced by hand rather than as mechanical typefaces (although many 
Burke, Paul Renner: The Ari are now available digitally). Futura, designed by Paul Renner in 
DUM 1927, embodied the obsessions of the avant garde in a multipurpose, 
1998]. On the experimental commercially available typeface. Although Renner rejected the active 
iypelaces of the 1920s and movement of calligraphy in favor of forms that are “calming” and abstract, 
CR En ren he tempered the geometry of Futura with subtle variations in stroke, curve, 
and proportion. Renner designed Futura in numerous weights, viewing 


оп Typography (London: 
Hyphen Press, 2002), 233-45. his font as a painterly tool for constructing a page in shades of gray. 


The calming, abstract forms of those new typefaces that dispense with handwritten movement 
offer the typographer new shapes of tonal value that are very purely attuned. These types can be 
used in light, semi-bold, or in saturated black forms. Paul Renner, 1931 


wim CROUWEL published 


his designs for a “new 


alphabet,” consisting of 
diagonals or curves, in 1967 
The 
develop 


oundry (London) began 


and rel 


digital editions of Crouwel's 


typefaces їп 1997. 
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эм скон, presented 
this "scanned" version of a 
Garamond a in contrast 

with his own new alphabet, 
whose forms accept the gridded 
structure of the screen, 


ZUZANA иско created 
coarse-resolution fonts for 
desktop screens and printers in 
1985. These fonts have sin 
been integrated into Emigre’s 
extensive Lo-Res font family, 
designed for print and digital 
media. 


See Rudy VanderLans 

and Zuzana Licko, Emigre: 
Graphic Design into the 
Digital Realm (New York 
Van Nostrand Reinhold, 
1993). 


TYPE AS PROGRAM 


Responding in 1967 to the rise of electronic communication, the Dutch 
designer Wim Crouwel published designs for a “new alphabet” constructed 
from straight lines. Rejecting centuries of typographic convention, he 
designed his letters for optimal display on a video screen (CRT), 

where curves and angles are rendered with horizontal scan lines. In a 
brochure promoting his new alphabet, subtitled “An Introduction 

for a Programmed Typography,” he proposed a design methodology in 
which decisions are rule-based and systematic. 


Jocderdht dEUnnopar 
Fullıy> ij 


In the mid-198os, personal computers and low-resolution printers put the 
tools of typography in the hands of a broader public. In 1985 Zuzana Licko 


began designing typefaces that exploited the rough grain of early desktop 
systems. While other digital fonts imposed the coarse grid of screen displays 
and dot-matrix printers onto traditional typographic forms, Licko embraced 
the language of digital equipment. She and her husband, Rudy VanderLans, 
cofounders of Emigre Fonts and Emigre magazine, called themselves the 
“new primitives,” pioneers of a technological dawn. 


Emigre Oakland Emperor 


By the early 1990s, with the introduction of high-resolution laser printers 
and outline font technologies such as PostScript, type designers were less 
constrained by low-resolution outputs. The rise of the Internet as well as cell 
phones, hand-held video games, and PDAs, have insured the continued 
relevance of pixel-based fonts as more and more information is designed for 


publication directly on screen. 


Living with computers gives funny ideas. Wim Crouwel, 1967 
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TYPE AS NARRATIVE 


In the early 19905, as digital design tools began supporting the seamless 
reproduction and integration of media, many designers grew dissatisfied 
with clean, unsullied surfaces, seeking instead to plunge the letter into the 
harsh and caustic world of physical processes. Letters, which for centuries 
had sought perfection in ever more exact technologies, became scratched, 
bent, bruised, and polluted. 


Template Gothic: flawed technology 


Barry Deck's typeface Template Gothic, designed in 1990, is based on letters 
drawn with a plastic stencil. The typeface thus refers to a process that is at 
once mechanical and manual. Deck designed Template Gothic while he was 
a student of Ed Fella, whose experimental posters inspired a generation of 
digital typographers. Afier Template Gothic was released commercially 

by Emigre Fonts, its use spread worldwide, making it an emblem of “digital 


typography” for the 1990s. 


Dead History: feeding on the past 


P. Scott Makela's typeface Dead History, also designed in 1990, is a pastiche 
of two existing typefaces: the traditional serif font Centennial and the Pop 
classic VAG Rounded. By manipulating the vectors of readymade fonts, 
Makela adopted the sampling strategy employed in contemporary art and 
music. He also referred to the importance of history and precedent, which 
play a role in nearly every typographic innovation. 


CcDdFeFfGgHhHJjKk 


The Dutch typographers Erik von Blokland and Just van Rossum have 
combined the roles of designer and programmer, creating typefaces that 
embrace chance, change, and uncertainty. Their 1990 typeface Beowulf 
was the first in a series of typefaces with randomized outlines and 
programmed behaviors. 


The industrial methods of producing typography meant that all letters 
had to be identical... Typography is now produced with sophisticated 
equipment that doesn’t impose such rules. The only limitations are in 
our expectations. Erik van Blokland and Just van Rossum, 2000 


El d. 
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BACK TO WORK 


Although the 1990s are best remembered for images of decay, typeface 
designers continued to build a repertoire of general purpose fonts designed 
to comfortably accommodate broad bodies of text. Rather than narrate the 
story of their own birth, such workhorse fonts provide graphic designers 
with flexible palettes of letterforms coordinated within larger families. 


Mrs Eaves: working woman 


Zuzana Licko, fearless pioneer of the digital dawn, produced historical 
revivals during the 19905 alongside her experimental display faces. | 
Her 1996 typeface Mrs Eaves, inspired by the eighteenth-century types 

of John Baskerville (and named after his mistress and housekeeper 

Sarah Eaves), became one of the most popular typefaces of its time, 


Quadraat: all-purpose Baroque 


Designed in the Netherlands, typefaces such as Martin Majoor 
(used for the text of this book) and Fred Smeijers's Quadraat offer crisp 
interpretations of typographic tradition. These type! 
sixteenth-century printing from a contemporary point of view 
their dec rifs. Introduced in 1992, the Quad 
has expanded to include sans-serif forms in numerous weights and styles. 


Gotham: blue-collar curves 


troduced Gotham, derived from letters found 
a 


Scala 


aces look back to 


seen in 
at family | 


sly geometric 


In 2000 Tobias Frere-Jones 
at the Port Authority Bus Terminal in New York City. Gotham expres: 
s today alongside the aesthetics | 


no-nonsense, utilitarian attitude that pe: 
of grunge, neofuturism, pop-culture parodies, and straight historical 
revivals that are all part of contemporary typography. 

When choosing a font, graphic designers consider the history 
of typefaces and their current connotations as well as their formal qualities, | 
The goal is to find an appropriate match between a style of letters and the | 
specific social situation and body of content that define the project at hand. 
There is no playbook that assigus a fixed meaning or function to every 
typeface; each designer must confront the library of possibilities in light of 


a project's unique circumstances. 


LETTER | 3r 


тол 
отт 


ES 
эшнен 
resco 
пиззсз / балсо? 
кото 


FRCHNGES à PRONG 
orta BASKET 


= 
Б ш 


TOUN оно SAMPLE POF 


Arnhem isa reliable type family initially designed for the Nederlandse 
Staatscourant, the daily newspaper of the Dutch state. It has a roman, an 
italic and matching small caps, lining figures, non-lining figures and 


xcheight lining figures in four weights. As well as that it has two weights of 


ne’ titling variants in roman and italic. Arnhem is available in TrueType 
and PostScript formats, for both PC and Mac platforms. OpenType is due 
in February 2004. 


OURTYPE.COM 


Web site, 2004 

Designers and publishers: Fred 
Smeijers and Rudy Geeraerts 
This Flash-based Web site for а 
digital type foundry allows users 

to test fonts on the fly. The designers 


launched their own “label” af 
creating fonts such as Quadraat 


for FontSkop International 


Displayed here is the typeface 


Атћет 


z, 
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2. a font that has projective memory that reminds you to req 
3. a font vith a lined ley 
4. a font with nex 
5. а font that’ pga 
ап we envision 6. font without temporal inflection, without the Init isi 
7 an apolitical font, a font that doslea 
8. a font unaffected by the force of gravity and the weight ol humanis 
9. a font without family, nihal 
10. a Marshall McLuhan font that stubbornly persists In tiding arenella, 
11. a font that takes advantage of all that promised “iirocessing jaye 


12. a font that does something other tha 


sit on its ass in a digital mwe 
13. а font with the «opacity to breed with nlii 
14. a recombinant font — every letterform the unruly child of a predictable bul ropes 
15. a font that sounds as good as al 
16. a font that writes its м0 
17. a font that thickens till 
18. a font that responds and reacts to the meaning It carries and comp 
19. a font that assumes the intelligence ll 
20. a font that might sense your level of agitation, fear, or agi 


21. a font prone to sudden outbursts and li 


22. a font that exceeds the typographie pitii 


23, a font whose parents are Father Time and the Mother In 


24. an ambient font, a font without 
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writes between the 
that refuses to utter imperatives or commands 


Franke tont, a li-synehing font, a font without a voice of its own 


font that listens while it speaks 


font that toggles effortlessly between languages 


font for speaking in tongues 


mt that sings the plaintive songs of lonely whales 


fon tat аон 
lont that learns. 
in evolutionary font 


an entropic font 


Win fonts, identica! but © stinet 


LE STYLE In this post-industrial manifesto, 
Book, 2000 graphic designer Bruce Maw 
Designer and author: Bruce Mau imagines a typeface that comes 
Publisher: Phaidon alive with simulated intelligence, 
Photograph: Dan Meyers 
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АМАТОМҮ 


cnr mer 
EE a C 
ees 
пм how sur pEscenDen 
* LIGATURE JASCENDER 
mm 
ITERMINAL ASCENDER. 
Жын 
отгекслзк зык САНК 


BLood 


cross BAR icouNTER [LOWERCASE 
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Some elements may 
extend slightly above 


the cap height. 


| kin ; 


X-HEIG#HtT is the height of the 


main body of the lowercase letter 


(or the height of a lowercase x) 
excluding its ascenders and 


descenders. 


|. body 


Although kids learn to write 
using ruled paper that divides 


letters exactly in half, most 


typefac 
thay, The scheight usually 


are not designed that 


occupies slightly more than half 
of the cap height. The bigger 
the x-height is in relation to the 
cap height, the bigger the letters 
will look. In a field of text, the 
greatest density occurs between 
the baseline and the top of the 
x-height. 


CAP HEIGHT 
is the distance from the baseline 
to the top of capital letter 

The cap height of a typeface 


determines its point si 


THE BASELINE is where all the 
letters sit, This is the most stable 
axis along a line of text, and it 
ial edge for aligning text 
h images or with other text 


Hey, look! 
They supersized 
my x-height. 


ANATOMY 


The curves at the bottom of 
letters such as o or e hang 
slightly below the baseline 
Commas and semicolons also 
cross the baseline. If a typeface 
were not positioned this way, 
it would appear to teeter 
precariously, lacking а sense 
of physical grounding, 


Two blocks of text 
are often aligned along 
a shared haseline 

Herc, 14/18 Scala 

(i4:pl type with a8 pis 
of line spacing) is paired. 
with 7/9 Scala. 


SIZE 


з points ° 
equal 1 pica 

6 picas | 

(72 points) 

equal i inch 


60-POINT SCALA 

^ typeface is measured. 
from the top of the 
capital letter to thi 


. bottom of the lowest 
descender, plus a small 
buffer spe 


0 


М In metal type 

Sp the point size 
|o ds the height of 

the type slug 


WIDE LOAD 


INTERSTATE MACK 
The set width is the body of the letter 
plus the space beside it. 


TIGHT WAD 


INTERSTATE BLACK COMPRESSED 
The letters in the condensed version of the typeface 


have a narrower set width, 
WIDE LOAD 


TIGHT WAD 


TYPE CRIME 
HORIZONTAL & VERTICAL SCALING 
The proportions of the letters have been 
digitally distorted in order to create wider 


ог narrower letters. 


NEN 
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HEIGHT Attempts to standardize the measurement 

of type began in the eighteenth century, The point 

system, used to measure the height of a letter as 

well as the distance between lines (leading), is the 

standard used today. One point equals 1/72 inch 

or .35 millimeters. Twelve points equal one pica, the 

unit commonly used to measure column widths. 
‘Typography 

inches, millimeters, or pixels. Most software 


also can be measured in 


applications let the designer choose a preferred unit 
of measure; picas and points are a standard default. 


ADNREVIATING PICAS AND POINTS 
8 picas = 8p 

8 points = p8, 8 pls 

8 picas, 4 points = 8p4 


8-point Helvetica with 9 points of line spacing = 


{9 Helvetica 


wiprH A letter also has a horizontal measure, 
called its set width, The set width is the body of the 
letter plus a sliver of space that protects it from 
rs. The width of a letter is intrinsic to the 


other lette 
proportion of the typeface. Some typefaces have 


narrow set width, and some have a wide one. 


You can change the set width of a typeface by 
fiddling with its horizontal or ver tical scale. 

This distorts the proportion of the letters, forcing 
heavy elements to become thin, and thin elements 
to become thick. Instead of torturing a letterform, 
choose a typeface with the proportions you need, 
such as condensed, compressed, or extended. 
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[acer scara 32-PT INTERSTATE REGULAR 32 
| 


Do I look fat in this 


These letters are all the same point size, but they have different 
height, line weights, and proportions 


When two typefaces are set in the same point size, 
one often looks bigger than the other, Differences 
„in x-height, line weight, and character width affect 


the letters’ apparent scale, 


nice x-hei 


48-rr HELVETICA 48-rr MRS EAVES 


Every typeface wants to know, "Do | look fat 
in this paragraph?" It's all a matter of context. 
A font could look perfectly sleek on screen, 
yet appear bulky and out of shape in print. 
Some typefaces are drawn with heavier lines 
than others, or they have taller x-heights. 
Helvetica isn't fat. She has big bones. 
9/12 HELVETICA 

Every typeface wants to know, 
"Do I look fat in this paragraph?" 
It's all a matter of context. A font 
could look perfectly sleek on 
screen, yet appear bulky and 

out of shape in print. 


12]14 HELVETICA 


т ворохт 


ght 


MRS EAVES 


paragraph? 


Mrs Faves, designed by Zuzana Licko in 1996. 
rejects the twenticth-century appetite for 
supersized x-heights. The font, inspired by the 
cighteenth-century designs of John Baskerville, 
is named afier Sarah Eaves, Baskerville's 
mistress, housekeeper, and collaborator 

The couple lived together for sixteen years 
before marrying in 1764 


Bigger x-heights, introduced in the twentieth 
century, make fonts look larger by maximizing 
the area within the overall point size, 


Every typeface wants to know; "Do I look fat in this 

2” It's all a matter of contest. A font could 

п, yet appear bulky and 
out of shape in print. Some typefaces are drawn with 

heavier lines than others or have taller x-heights. Mrs 


Eaves low waist and a small body. 


9/12 миз raves 


Every typeface wants to know: "Do I 
look fat in this paragraph?" It's all a 
matter of context. A font could look 


perfectly sleek on screen, yet appear 
bulky and out of shape in print. Mrs. 
Eaves has a low waist and a small body. 


12/14 MRS EAVES 


The default type size in many sofiware applications is 12 pls. 
Although this generally creates readable type on screen displays, 
12-pt text type usually looks big and horsey on a printed page. 

(12 pls is a good size for children’s books.) Sizes between 9 and 11 
pts are common for printed text. This caption is 7.5 pts. 


Revolve 
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REVOLVER 
ZEITSCHRUNT FÜR FILM 


(MAGAZINE rox гим) 


Magazine, 1998-2003 
Designe 
This magazine is created by and 
for film directors. The contrast 
he big type and the small 


ates drama and surprise 
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JASPER MORRISON 
EVERYTHING BUT THE WALLS 
Book, 200 

Book designers: Jasper 
Morrison, Lars Miller 
Matilda Plöjel 
Publisher: Lars Müller 


Cappellini store windows | 


igned by Jasper Morrison 
Photograph: Dan Meyers 
Түр 


urban scale in this storefront 


aphy is realized at an 


created by the industrial des 


Jasper Morrison, The existing 
architecture determines the size : 


and pacing of the monumental 


leiters 


CLASSIFICATION 

% 
HUMANIST ой OLD STYLE 
The roman typefaces of the 
fifleenth and sixteenth centuries 
emulated classical calligraphy. 
Sabon was designed by 

= Jan Tschichold in 1966, based 


TYPE CLASSIFICATION. A basic system for cla 


in the nineteenth c 


on the six 


th-century 


typefaces of Claude Garamond. 


'entury, when printe: 


aTtıanansve 


TRANSITIONAL 
These typefaces have sharper 
serifs and а more vertical axis 
than humanist letters, When the 
fonts of John Baskerville were 
introduced in the mid-cighteenth 
century, their sharp forms and. 


rast were considered 


high 
sh 


king. 


sifying typefaces was devised 
sought to identify a heritage for 


their own craft analogous to that of art history. Humanist letterforms are 


closely connected to calligraphy and the movement of the hand. Transitional 


and modern (уре 


es are more abstract and less organic. These three main 


groups correspond roughly to the Renaissance, Baroque, and Enlightenment 


periods in art and literature. Historians and critics of typography have since 


proposed more finely grained sche 
diversity of letterforms. Designers in the twentieth and twenty-first centuries 


nes that attempt to better capture the 


have continued to create new typefaces based on historic characteristics. 


z 


HUMANIST SANS SERIE 
Sans-serif typefaces became 
common in the twentieth 
century. Gill Sans, designed by 
Eric Gill in 1928, has h 
characteristics. Note Ih 


imanist. 


п, 


lilting counter in the letter a 


and the calligraphic varia 


in line weight. 


YOLLANISH 


TRANSITIONAL SANS SERIF 


designed by Max 
ger in 1957, is one of 
the world's most widely used 
typefaces. Its uniform, upright 


character makes it similar to 


transitional serif letters, These 
fonts are also referred to as 


"anonymous sans serif.” 
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Aa 


MODERN 
The typefaces designed by 

Giambattista Bodoni in the late 
eighteenth and early nineteenth 


centuries are radically abstract, 
Note the thin, straight serifs; 
vertical axis; and sharp contrast 
from thick to thin strokes, 


Aa 


EGYPTIAN ON SLAW SERIF 


NOGN3NYTD 


Numerous bold and decorative 
typefaces were introduced in the 
nineteenth century for use in 
advertising, Egyptian fonts have 
heavy, slablike serifs, 


SANS SERIF 


GEOMETRIC 


Some sans-serif types are built 
around geometric forms 

In Futura, designed by Paul. 
Renner in 1927, the Os ате 
perfect circles, and the peaks 
ofthe A and M are sharp 


triangles 


Sabon 


14-PT SABON 


Baskerville 


I4 BASKERVILLE 


Bodoni 


14:PT BODONI 


Clarendon 


ртт CLARENDON 
LIGHT 


Gill Sans 


ЦЕРТ GILL SANS 


Helvetica 


14-PT HELVETICA, 


Futura 


T4-PT FUTURA 


This is not a book about fonts. It is a book about 
how to use them. Typefaces are essential resources 
for the graphic designer, just as glass, stone, steel, 
and other materials are employed by the architect. 


9/12 sanon 


This is not a book about fonts. It is a book about 
how to use them. Typefaces are essential resources 
for the graphic designer, just as glass, stone, steel, 
and other materials are employed by the architect. 


9/12 MASKERVILLE 


This is not a book about fonts. It is a book about how 
to use them. ‘Typefaces are essential resources for the 
graphie designer, s опе, steel, and other 
materials are employed by the architect, 


9.5/12 ворон! воок 


This is not a book about fonts. It is a book about 
how to uso them. Typefaces are essential resources 
for the graphic designer, just as glass, stone, steel, 
and other materials are employed by the architect. 
8/12 CLARENDON LIGHT 


This is not a book about fonts. It is a book about how 
to use them. Typefaces are essential resources for the 
graphic designer, just as glass, stone, steel, and other 
materials are employed by the architect. _ 

9/12 GILL SANS REGULAR 


This is not a book about fonts. It is a book about how 
to use them. Typefaces are essential resources for the 
graphic designer, just as glass, stone, steel, and other 
materials are employed by the architect. 


8/12 HELVETICA REGULAR 


This is not a book about fonts. It is a book about how 
to use them. Typefaces are essential resources for the 
graphic designer, just as glass, stone, steel, and other 
materials are employed by the architect. 


8.5/12 FUTURA BOOK 


CLASSIFICATION 


Selecting type with 
wit and wisdom 
requires knowledge 
of how and why 
Jetterforms evolved, 
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Selecting type with 
wit and wisdom 
requires knowledge 
of how and why 
letterforms evolved. 


7/9 


Selecting type with 
wit and wisdom 
requires knowledge 
of how and why 
leiterlorms evolved. 


7-5/9 


Solecting typo with 
wit and wisdom 
requires knowledge 
of how and why 
lettorforms evolved. 
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Selecting туре with 
wit and wisdom 
requires knowledge 
‘of how and why 
letterforms evolved. 
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Selecting type with 
wit and wisdom 
requires knowledge of 
how and why 
letterforms evolved, 


6/9 


Selecting type with 
wit and wisdom 
requires knowledge 
of how and why 
letlerforms evolved. 


6.5/9 


TAKE: your aggression. QUESTION; your aggression. 
REMOVE rr from tbe company of others. WALK WITH тт: fo 
а faraway place. ALONE? Yes, alone, LEAVE IT; ander a 
great wide sky, exposed, аит. DO NOT: bury it. DO NOT: 
live with it. Never: in your bone. NOT: iu your life. 17 I5: Q EI 
viral, Fr GROWS: Like a shadow. We MUST: curry it ау. H I 


ETT CANNOT ETE 


WILL NOT 
WRAP 
CANNOT TINY XOU 


TEV CANTALNTTTIEY CAN TALK! КС 
CARRY IT. carry тит” ШМ 


mm WE GIVE YOU SWEATY HUGS 
$15.00 U.S. $22 CANADA 


ISBN 0-9719047-5-8 


AEN i 


DO FOUR Tits YEAR 
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MCSWEENEY'S 
Magazine cover, 2002. 
Designer and editor 
15 


ic cover uses the 
Garamond 3 typeface family 
in various sizes, Although 
the typeface is classical and 
conservative, the obs 


slightly deranged layout is 
distinctly contemporary 
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The idea of organizing typefaces into matched 
families dates back to the sixteenth century, when 

Adobe Garamond was designed by Robert Slimbach in 1988. printers began coordinating roman and italic faces. 
The concept was formalized at the turn of the 
twentieth century. 


The roman font is the core or spine from which a family of typefaces derives. 


ADOBE GARAMOND REGULAR The roman form, also called “plain or “regular,” is the 

standard, upright version of а typeface. I is typically conceived 

as the parent of a larger family 
Italic fonts, which are based on cursive writing, have forms distinct from roman. 
ADOBE GARAMOND ITALIC The italic form is not simply a mechanically slanted version of the 


roman: it is a separate typeface. Note that the letter a has a different 
shape in the roman and italic variants of Adobe Garamond, 


SMALL CAPS HAVE A HEIGHT THAT IS SIMILAR TO the lowercase X-HEIGHT. 


Small caps (capitals) are designed to integrate with а line of text, 
where fullsize capitals would stand out awkwardly. Small capitals 
are slightly taller than the x-height of lowercase letters. 


ADOBE GARAMOND EXPERT (SMALL CAPS) 


Bold (and semibold) typefaces are used for emphasis within a hierarchy. 


Bold versions of traditional text fonts were added in the twentieth 
century to meet the need for emphatic forms. Sans-serif families 
ofien include a broad range of weights (thin. bold, black, etc.). 


Bold (and semibold) typefaces each need to include an italic version, too. 


ADORF GARAMOND ROLD AND SEMIBOLD ITALIC "The typeface designer tries to make the bold versions feel similar 
in contrast to the roman, without making the overall form too 


heavy. The counters need lo stay clear and open at small sizes. 


A full type family has two sets of numerals: /ining (123) and non-lining (123). 


ADOBE GARAMOND REGULAR AND EXPERT NUMERALS Lining numerals occupy uniform units of horizontal space, so 
that the numbers line up when used in tabulated columns. 


Non-ining numerals, also called “text” or “old style” numerals, 
have а small body size plus ascenders and descenders, so that 
they mix well on а line with lowercase letters. 


ADOBE GARAMOND BOLD AND SEMIBOLD. 


А type family can BE faked Бу slanting, or inflating, or SHRINKING letters. 


TYPE CRIME: 


ITALIC WOLD. SMALL CAPS 
PSEUDO ITALICS PSEUDO HOLD PSEUDO SMALL CAPS 
The wide. ungainly Padded around the These shrunken 
forms of these skewed edges, these letters versions of full-size 
letters look forced feel blunt and dull. caps are puny 


and unnatural. and starved. 


BIG FAMILIES 


THESIS FAMILY 
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Designed by Lucas de Groot, LucasFonts, 1994 
Thesis is one of the world's largest type families. 


This is not a book about fonts. It is a book about how to use them. Typefaces 


THESIS SERIF MEDIUM ROMAN 


are essential resources for the graphic designer, just as glass, stone, steel, and 


THESIS SERIF MEDIUM ITALIC 


OTHER MATERIALS ARE EMPLOYED BY THE ARCHITECT. SOME DESIGNERS CREATE 


THESIS SERIF MEDIUM SMALL CAPS 


their own custom fonts. But most 


THESIS SERIF BLACK ROMAN 


graphic designers will tap the vast 


THESIS SERIF EXTRA BOLD ROMAN 


store of already existing typefaces, 


THESIS SERIF BOLD ROMAN 


choosing and combining each with 


THESIS SERIF SEMI HOLD ROMAN 


regard to the audience or situation. 


THESIS SERIF MEDIUM ROMAN 


Selecting type with wit and wisdom 


THESIS SERIF SEMI LIGHT 


requires knowledge of how and why 


THESIS SERIF LIGHT ROMAN 


letterforms have evolved. The history 


THESIS SERIF EXTRA LIGHT ROMAN 


of typography reflects a continual tension between the hand and machine, the 


THESIS SANS MEDIUM ROMAN 


organic and geometric, the human body and the abstract system. These tensions 


THESIS SANS MEDIUM ITALIC 


MARKED THE BIRTH OF PRINTED LETTERS FIVE CENTURIES AGO, AND THEY CONTINUE TO 


THESIS SANS MEDIUM SMALL CAPS 


energize typography today. Writing 


THESIS SANS BLACK ROMAN 


in the West was revolutionized early 


THESIS SANS EXTRA BOLD ROMAN 


in the Renaissance, when Johannes 


THESIS SANS BOLD ROMAN 


Gutenberg introduced moveable type 


THESIS SANS SEMI BOLD ROMAN 


in Germany. Whereas documents and 


THESIS SANS MEDIUM ROMAN 


books had previously been written by 


THESIS SANS SEMI LIGHT ROMAN 


hand, printing with type mobilized all 


THESIS SANS LIGHT ROMAN 


of the techniques of mass production. 


THESIS SANS EXTRA LIGHT ROMAN 


BIG FAMILIES 
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Interstate Light 

Interstate Light Compressed 
Interstate Light Condensed 
Interstate Regular 
Interstate Regular Compressed 
Interstate Regular Condensed 
Interstate Bold 

Interstate Bold Compressed 
Interstate Bold Condensed 
Interstate Black 
Interstate Black Compressed 
Interstate Black Condensed 


Designed by Tobias Frere-Jones, Font Bureau, 1993 UNIVERS was designed by the Swiss typographer Adrian | 
Frutiger in 1957. He designed 21 versions of Univers, in five I 
weights and five widths. Whereas many typographic | 


famili 
was conc 


N n | | Pp A traditional roman book face typically 


over time as they become popular, Univers | | 


ved as a total system from its inception, | 


has a small family—a “nucle 


consisting of roman, italic, s 


Scala Scala Sans caps, and possibly bold and s | 
Scala Italic Scala Sans Italic (cach with an italic variant). 
families often come in many more 
SCALA Caps SCALA SANS CAPS weights and sizes, such as thin, light, 
Scala Bold Scala Sans Bold black, compressed, and condensed. | 
In the 19905, many type designers 
Martin Majoor's Scala, 
Weite, Seala Sans Bold created families that include both serif | 
ee ar ill. TE and sans-serif versions. Small capitals I 
Majoor later added n sans SCALA SEGIEL CRYSTAL: and non-lining numerals (a courtesy | 
СЕЕ SCALA JEWEL DIAMOND traditionally reserved for serif fonts) I 
oneris жг ч Ja are included in the sans-serif versions 
Pee cides |e te of Thesis, Scala, and many other big 


serif forms have a common SCALA JEWEL SAPHYR contemporary families. 


spine 
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MERCURY BOLD SMALL CAPS 
Proof, 2003 

Designer: Jonathan Hoefler, 

The Hocfler Type Foundry 
Mercury is designed for modern 
newspaper production—fast, high- 
volume printing on cheap paper. 

The notes marked on this proof, 
which shows sample letters from just 
one variant of the vast Mercury 
family, comment on everything from 
the width or weight of a letter 10 the 


size and shape of a serif: 
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MOOS TF UI 


Castaways 


LAS VEGAS: CASTAWAYS 
Drawing and finished type, 2001 

Art and type direction: Andy Cruz 

‘Typeface design: Ken Barber 

Font engineering: Rich Roat 

House Industries 

Castaways is from a series of digital fonts based on 
commercial signs in Las Vegas, The original signs were 
created by lettering artists who worked by hand to make 
custom graphics and logos. House Industries is a digital 
type foundry that creates typefaces inspired by popular 
culture and design history. Designer Кеп Barber makes 
pencil drawings by hand and then digitizes the out 


typeface 
s. Most type 


For more than five hundred y 
production was an industrial pro 
was cast from lead until the ri 
in the 1960 and 19708; early digital typefaces 
(also created in that period) still required specia 


equipment for design and production. It was not 
until the introduction of desktop computers that 
typeface design became a widely accessible field. 
By the end of the twentieth century, digital “type 
foundries" had appeared around the globe, often 


run by one or two designers. 


Producing a complete typeface remains, 


however, an enormous t: 
type family has hundreds of distinct characters, 
each requiring many phases of refinement. The 


typeface designer must also determine how a font 


is to be spaced, what software platforms it will 


and how it will function in different sizes, media, 


and languages. 


DESIGNING TYPEFACES 


е of photo typesetting 


k. Even a relatively small 
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ocust (LEFT) AND 
MELT BANANA (RIGHT) 
Screenprint posters, 2002 
Designer: Nolen Strals 

Not all letters are typographic. 
Hand lettering remains a 
vibrant force in graphic design, 
as seen in these posters 

for Baltimore music events. 
Hand lettering is also the basis 
of many digital typefaces, but 
there is nothing quite as potent 
as the real thing. 


LOGOTYPES 


Johannes Hübner 


Hübner 


Ingenieurbüro 
Informations- und 
Funkte 


Bünaustraße 21 
01109 Dresden 


wwwjohannes-huebner.de 
mail@johannes-huebner.de 


LETTER 


HÜnxER 


Identity program, 1998 


Designer: Jochen Stankowski 
his identity for an engineering firm 

uses the letter Н аз a trademark 

The proportions of the mark change 


in different context 
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LOGOTYPES use typography or lettering to depict 
the name of an organization in a memorable way 
Whereas some trademarks consist of an abstract 
symbol or a pictorial icon, a logotype uses letters 
to create a distinctive visual.image. 

Logotypes can be built with existing fonts 
or with custom-drawn letterforms. Modern 
logotypes are often de ed in different versions 
for use in different situations. A logotype is part 
of an overall identity program, which the designer 
conceives as a “language” that lives (and changes) 


in various ci 


museum 


THE NOGUCHI MUSEUM 
Logotype, 2004. 

Designers: Abbott Miller and 

Jeremy Hoffman, Pentagram 

The sides of a square have been gently contoured 
in reference to the work of Isamu Noguchi. 
namesake of the Noguchi Museum. The concave 
square coordinates with the typeface Balance 
used in the logotype, which also has sofily curved 


elements. 


LOGOTYPES 


Che ce 77e, 


RACHEL COMEY 
Logotypes, 2003 

Designer: Anton Ginzburg 
These logotypes for a fashion 
designer use traditional 

letterforms in a contemporary 
manner, Writing the designer's 
name in lowercase letters soflen 
the formality of the classic scrip 
characters, while the capital 
letter M in *coMey” injects the 
name with an clement of 


surprise 


nn Е 
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Bitmap fonts are designed for digital display. 
| Bitmap fonts are designed for digital display at a specific size, 


| | Bitmap fonts are designed for digital display. 
| 


Bitmap fonts are designed for digital display. 


Bitmap fonts are designed for digital display at a specific size, 
Bitmap fonts are designed jor digital display at a specific size. 


Lo-tes Раму Designed by Zuzana Licko for Emigre, 1985 
Tis v bitmap fonts incorporate Lick Hier т Emigre, Emperor, Oakland, and Universal font families, 


Bitmap fonts are des 
Bitmap fonts are designe 
Bitmap fonts are designed for digital display at specific size. 


I 
| 

| 

і 

| 

I 

| ed for digital display at a specific si 
і 

П 

| | Bitmap fonts are designed for digital display at a specific size. 
i 

| 

| 

| 


for digital display at specific 


| B-BOY PIXELLA REGULAR, ITALIC, HOLD, AND HOLD ITALIC 

|! Designed by Chester for Thirstype, 2003 

Bitmap fonts are designed for digital display at a specific size. 

N Bitmap fonts are designed for digital display at a specific size. 

l Bitmap fonts are designed for digital display at a specific size. 

| Bitmap fonts are designed for digital display at a specific size. t 
Bitmap fonts are designed for digital display at a specific size. 

Bitmap fonts are designed for digital display at a specific size. 

Bitmap fonts are designed for digital display at a specific size. k 


| 8-07 FFF CORPORATE Designed by Walter Apai for Fonts for Flash, 2003 
ll These fonts are designed specifically to work with the Macromedia Flash multimedia authoring application 


BITMAP FONTS are built out of the pixels 
(picture elements) that structure a screen display. 
Whereas a PostScript letter consists of a vectorized 
outline, a bitmap character contains a fixed number 
of rectilinear units that are either "on" or “off.” 
Outline fonts are scalable, meaning that they 
can be reproduced in a high-resolution medium 
such as print at nearly any size. Outline fonts are 
often hard to read on screen at small sizes, however, 
where all characters are translated into pixels. (Anti- 
aliasing can make legibility even worse for small 
text,) In a bitmap font, the pixels do not melt away 
as the letters get bigger. Some designers like to 
exploit this effect, which calls attention to the letters’ 
digital geometry. Pixel fonts are widely used in both 
print and digital media. 


Corporate 


Corporate 
Corporate 


Corporate 


A bitmap font is designed to be used at a specific 
size, such as 8 pivels, because its body is precisely 
constructed out of screen units. A bitmap font 
should be displayed on screen in even multiples of 
its roo! size (enlarge S-px type to 16, 24. 32. and 
soon). 


BITMAP FONTS 


ESDEKHANDEL NIJHOF & LEE 
SSTAALSTRAAT 13-0 
1011 JK AMSTERDAM 


22/05/05 13:12 Di 
000000 #0094 BED.1 


VERZENDKIST . 42.50 
TYFDERAFIE 6.00 
TYPOGRAFIE 16.50 
TYPOSRAFIE 19.50 
TYPOGRAFIE 33.95 
TYPOGRAFIE 53.355 
TYPOGRAFIE 32.00 
TYPOGRAFIE 59.00 
TYPOGRAFIE 49.00 
TYPOGRAFIE 50.40 
TYPOGRAFIE 67.29 
TVPDGRAFIE 80.00 
TVFOGRAFIE 37.70 
SUBTOTAL 520.15 
BTW LAAG 29.44 


STUKS 130 
CREDIT 520.15 


OOK ANTIGUARTAAT 
"T EL:020-5203980 
F- 001:020-6393294. 


NIJHOF & LEE 


This cash register receipt, 
printed with a bitmap font, 
is from a design and 
typography bookstore in. 
Amsterdam. (The author. 
is still in debt from this 
transaction.) 


LETTER EXERCISE 


Create a prototype for a bitmap font by 
designing letters on a grid of squares. 
Substitute the curves and diagonals of 
traditional letterforms with rectilinear 
elements. Avoid making detailed 
“staircases,” which are just curves and 
diagonals in disguise. This exercise looks 
back to the 1910s and 1920s, when avant- 


garde designers made experimental 


typefaces out of simple geometric parts. 
"The project also reflects the structure of 


‚ from cash register 


digital technologi 


receipts and LED signs to on-screen font 
display, showing how a typeface functions 


as a system of elements 


Examples of student work from 


Maryland Institute College of Art 


HL 
паі 


Hil 


JAMES ALVAREZ 


LETTER EXERCISE 


ШШДЕ. 


BRUCE WILLEN 


kh ILI E. 


BRENDON MCCLEAN 


THE XIX AMENDMENT 
‘Typographic installation in Grand Central Station, 
New York City, 1995 

Designer: Stephen Doyle 

Client: The New York State Division of Women 
Sponsors: The New York State Division of Women, 
the Metropolitan Transportation Authority, Revlon, 
and Merrill Lynch 
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CYNERSPACE AND CIVIL 
society 

Poster, 1996 

Design 
Rather than represent 
cyberspace as an ethereal grid, 
the designer has used blotches 
of overlapping text to build an 
ominous, looming body. 


: Hayes Henderson 


TEXT 


LETTERS GATHER INTO WORDS, WORDS BUILD INTO SENTENCES. 

In typography, "text" is defined as an ongoing sequence of words, distinct 
from shorter headlines or captions. The main block is often called the 
"body," comprising the principal mass of content. Also known as *running 
text," it can flow from one page, column, or box to another. Text can be 
viewed as a thing—a sound and sturdy object—or a fluid poured into the 
containers of page or screen. Text can be solid or liquid, body or blood. 

As body, text has more integrity and wholeness than the elements 
that surround it, from pictures, captions, and page numbers to banners, 
buttons, and menus. Designers generally treat a body of text consistently, 
letting it appear as a coherent substance that is distributed across the spaces 
of a document. In digital media, long texts are typically broken into chunks 
that can be accessed by search engines or hypertext links. Contemporary 
designers and writers produce content for various contexts, from the pages 
of print to an array of software environments, screen conditions, and digital 
devices, each posing its own limits and opportunities. 

Designers provide ways into—and out of—the flood of words 
by breaking up text into pieces and offering shortcuts and alternate routes 
through masses of information. From à simple indent (signaling the 
entrance to a new idea) to a highlighted link (announcing a jump to another 
location), typography helps readers navigate the flow of content, The user 
could be searching for a specific piece of data or struggling to quickly 
process a volume of content in order to extract elements for immediate use. 
Although many books define the purpose of typography as enhancing the 
readability of the written word, one of design's most humane functions is, 
in actuality, to help readers avoid reading. 
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icucfagie miam тоте tea fihi 
Tuo 8 
rufen qui троси fierum” 
тербе: поти conte cn 
reer mmtatfaif mn por 


PSALTER-HOURS 
English, thirteenth century 


; Ш хі бота сеа 


tao tone леска faltem оттү. di 


side of the page to replace a 
piece of faulty text with the 
corrected line in the botton 
margin. 


ET "OSRAM ER TT E == 
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Marshall McLuhan, 
The Gutenberg Galazy 
(Toronto: University of 
Toronto Press, 1962). a 


On the future of 
intellectual property, s 
Lawrence Lessig, Free 
Culture: How Big Media 
Uses Technology and the Law 
1o Lock Down Culture and 
Control Creativity (New 
York: Penguin, 2004). 


ERRORS AND OWNERSHIP 


‘Typography helped seal the literary notion of “the text” as a complete, 
original work, a stable body of ideas expressed in an essential form. Before 
the invention of printing, handwritten documents were riddled with errors. 
Copies were copied from copies, each with its own glitches and gaps. 
Scribes devised inventive ways to insert missing lines into manuscripts in 
order to salvage and repair these laboriously crafted objects. 

Printing with movable type was the first system of mass 
production, replacing the hand-copied manuscript. As in other forms of 
mass production, the cost of setting type, insuring its correctness, and 
running a press drops for each unit as the size of the print run increases, 
Labor and capital are invested in tooling and preparing the technology, 
rather than in making the individual unit. The printing system allows 
editors and authors to correct a work as it passes from handwritten 
manuscript to typographic galley. “Proofs” are test copies made before final 
production begins. The proofreader’s craft ensures the faithfulness of the 
printed text to the author's handwritten original. 

Yet even the text that has passed through the castle gates of 
print is inconstant. Each edition of a book represents one fossil record of a 
text, a record that changes every time the work is translated, quoted, 
revised, interpreted, or taught. Since the rise of digital tools for writing 
and E manuscript epa have all but vanished, Hleetrenie 

; On-line texts can be 
downloaded by users and reformatted, meus and recombined. 

Print helped establish the figure of the author as the owner of a 
text, and copyright laws were written in the early eighteenth century to 
protect the author's rights to this property. The digital age is riven by battles 
between those who argue, on the one hand, for the fundamental liberty of 
data and ideas, and those who hope to protect—sometimes indefinitely— 
the investment made in publishing and authoring content. 

A classic typographic page emphasizes the completeness and 
closure of a work, its authority as a finished product. Alternative design 
strategies in the twentieth and twenty-first centuries reflect the contested 
nature of authorship by revealing the openness of texts to the flow of 
information and the corrosiveness of history. 


Typography tended to alter language from a means of perception and exploration 
toa portable commodity. Marshall McLuhan, 1962 


THE TELEPHONE воок: 
TECHNOLOGY, SCHIZO- 
PHXENIA, ELECTRIC SPEECH 
Book, 1989 

Designer: Richard Eckersley 


“Author: Avital Ronell 


Compositor: Michael Jensen 
Publisher: University of 
Nebraska Press 

Photograph: Dan Meyers 

This book, a philosophical study 
of writing as a material 
technology, uses typography 

10 emphasize the rhetorical 
argument of the text, This 
spread, for example, is fractured 
by typographic “rivers,” spaces 
that connect vertically through 
the page. Rivers violate the 
even, unified texture that is a 
sacred goal within traditional 
typographic design. 


On the Way zo Lainguage 


“How indeed could I aim my argument at some singular destination, 
atone  oranotheramongyouwhosepropermame 1 might for example 
know? And then, is knowing a proper name tantamount to knowing 
someone?” (МС, 2). Derrida demonstrates for his part that the mos, 
general stricture ofthe mark participates in a speech destined in ad 
vanceto addresses (destinataires) who arc notcasily determinable or 
who,as faras any possible calculation is concerned, in any case com- 
manda great reserve ofindetermination. Thisinvolvesa language op- 
заборах  asysemof marks: “Language, however, is only — oneamong 
those systems of marks that claim this curious tendency as theirprop- 
спу: they simultaneously incline towards increasing, the reserves of 
random indetermination as well as the capacity for coding and over- 
coding or, in other words, for control and self-regulation” (MC, 2), 
We begin to сето how the simultancity of determining, ling, 
andeven — supercoding forms a deep cooperation with the inclination 
inlanguage toward anticoding, or what Derrida sees asthe — inflatedre- 
serves of random indeterminateness, This double-edged coding, we. 
must remember, regards, as it were, nonschizophrenic language, if 
such a thing there be, “Such competition between randomness and 
code disrupts the very systematicity of the system while it also, how- 
ever, regulates the restless, unstable interplay of the system 
Whatever its singularity in this respect, фе linguistic system of 
these traces or marks would merely be, it scems to me, — just a par 
ticular example of the law of destabilization (MC, 2). — Te maybe 
usefultonote that Derrida understands languagein terms primar- 
ily of traces and marks, where Lainguage concerns — signs in the 
fist place, andin particular the broken rapport of that which is 
signifying to what ostensibly lies hidden behind it, or the discon- 
nection between signs and signs or signs and referents, . Laing is 
Jedioassume  thelatency ofasingle, unique,  localizable but timid 
presence—rather  thangtrace or residual mark—from where it 
could be securely determined who speaks, andro whom. 

‘Thisalltoo brief — exursonino"My Chances," which — mayunwit- 
tingly reproduce the effect and tauma of a chance encounter, 
means to engage dialogue between the question of address 
raised by Laing andtheonesraisedin turn by Derrida. — Foritnow 
appears that Laing places his bets on the sustained systematicty 
ofthe system which Derrida shows always already ro — fallundera 
law ofdestabilization.® Morcover, Derridadoesnot suggest lan- 
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SPACING 


Design is as much an act of spacing as an act of marking. The typographer's 
art concerns not only the positive grain of letterforms, but the negative gaps 
between and around them. In letterpress printing, every space is constructed 
by a physical object, a blank piece of metal or wood with no raised image. 
The faceless slugs of lead and slivers of copper inserted as spaces between 
words or letters are as physical as the relief characters around them. Thin 
strips of lead (called *leading") divide the horizontal lines of type; wider 
blocks of “furniture” hold the margins of the page. 

Although we take the breaks between words for granted, spoken 
language is perceived as a continuous flow, with no audible gaps. Spacing 
has become crucial, however, to alphabetic writing, which translates the 
sounds of speech into multiple characters. Spaces were introduced after the 
invention of the Greek alphabet to make words intelligible as distinct units. 
Tryreadingalineoftextwithoutspacingtoseehowimportantithasbecome. 

With the invention of typography, spacing and punctuation ossified 
from gap and gesture to physical artifact. Punctuation marks, which were 
used differently from one scribe to another in the manuscript era, became 
part of the standardized, rule-bound apparatus of the printed page. The 
communications scholar Walter Ong has shown how printing converted the 
word into a visual object precisely located in space: “Alphabet letterpress 


printing, in which each letter was cast on a separate piece of metal, or type, marked a psychological 
breakthrough of the first order... Print situates words in space more relentlessly than writing ever did. 
Writing moves words from the sound world to the world of visual space, but print locks words into 


Walter Ong, Orality and 
Literacy: The Technologizing 
of the Word (London 

and New York: Methuen, 
1981). See also Jacques 
Derrida, Of Grammiatology 
trans, Gayatri Chakravorty 
Spivak (Baltimore: Johns 
Hopkins University Press, 


1976). 


position in this space." Typography made text into a thing, a material object 
with known dimensions and fixed locations. 

The French philosopher Jacques Derrida, who devised the theory 
of deconstruction in the 1960s, wrote that although the alphabet represents 
sound, it cannot function without silent marks and spaces. Typography 
manipulates the silent dimensions of the alphabet, employing habits and 


techniques—such as spacing and punctuation—that are seen but not heard. 
The alphabet, rather than evolve into a transparent code for recording 
speech, developed its own visual resources, becoming a more powerful 
technology as it left behind its connections to the spoken word. 


That a speech supposedly alive can lend itself to spacing in its 
own writing is what relates to its own death. Jacques Derrida, 1976 
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LINEARITY 


In his essay "From Work to Text," the French critic Roland Barthes presented 

two opposing models of writing: the closed, fixed "work" versus the open, 

unstable "text." In Barthes's view, the work is a tidy, neatly packaged object, 

proofread and copyrighted, made perfect and complete by the art of printing. 

The text, in contrast, is impossible to contain, operating across a dispersed 

| web of standard plots and received ideas. Barthes pictured the text as "woven entirely with citations, 
| references, echoes, cultural languages (what language is not?), antecedent and contemporary, which 
[he metaphor of the Text is that of the network.” 


cut across and through in a vast stereophony. 


Writing in the r960s and 19708, Barthes anticipated the Internet as а Roland Barthes, "From 
decentralized web,of connections. Work to Text," Image/ 
names та Music/Text, trans. Stephei 
Barthes was describing literature, yet his ideas resonate for ak Aes = е 


typography, the visual manifestation of language. The singular "body" of and Wang, 1 
| the traditional text page has long been supported by the navigational features 
| of the book, from page numbers and headings that mark a reader's location 
to such tools as the index, appendix, abstract, footnote, and table of contents, 
| These devices were able to emerge because the typographic book is a fixed 
| sequence of pages, a body lodged in a grid of known coordinates. 
| | АЙ such devices are attacks on linearity, providing means of 
| 
| 


entrance and escape from the one-way stream of discourse. Whereas 
talking flows in a single direction, writing occupies space as well as time. 
Tapping that spatial dimension—and thus liberating readers from the 
| bonds of linearity—is among typography's most urgent tasks. 
| Although digital media are commonly celebrated for their potential 
| as nonlinear potential communication, linearity nonetheless thrives in the 
electronic realm, from the *CNN crawl" that marches along the bottom of 
у the television screen to the ticker-style LED signs that loop throügh the 
urban environment. Film titles—the celebrated convergence of typography | 
and cinema—serve to distract the audience from the inescapable tedium 
of a contractually decreed, top-down disclosure of ownership and authorship. 
Linearity dominates many of the commercial software applications 
that have claimed to revolutionize everyday writing and communication. 


Word processing programs, for example, treat documents as a linear stream. | 
(In contrast, page layout programs such as Quark XPress and Adobe | 
InDesign allow users to work spatially, breaking up text into columns and 


A text...is a multi-dimensional space in which a variety of writings, 
none of them original, blend and clash. Roland Barthes, 1971 


IEEE A 


On the linearity of word 


processing, все Nancy Kaplan, 


“Blake's Problem and Ours: 
Some Reflections on the 
Image and the Word," 
Readenty/Writerly 
(Spring/Summer 1996), 125. 
On PowerPoint, see Edward 
R. Тийе, “The Cognitive Style 
of PowerPoint,” (Cheshire, 
Conn.: Graphics Press. 2003). 


On the aethetics of the 
database, see Lev Manovich, 
The Language of New Media 
(Cambridge: MIT Press, 
2002). 


pages that сап be anchored and landmarked.) PowerPoint and other 
presentation software programs are supposed to illuminate the spoken word 
by guiding the audience through the linear unfolding of an oral address. 
Typically, however, PowerPoint enforces the one-way flow of speech rather 
than alleviating it. While a single sheet of paper could provide a map or 
summary of an oral presentation, a PowerPoint show drags out in time 


across numerous screens, 

Not all digital media favor linear flow over spatial arrangement, 
however. The database, one of the defining information structures of our 
time, is an essentially nonlinear form. Providing readers and writers with 
a simultaneous menu of options, a database is a system of elements that 
can be arranged in countless sequences. Page layouts are built on the fly 
from freestanding chunks of information, assembled in response to user 
feedback. The Web is pushing authors, editors, and designers to work 
inventively with new modes of "microcontent" (page titles, key words, alt 
tags) that allow data to be searched, indexed, bookmarked, translated into 
audio, or otherwise marked for recall. 

Databases are the structure behind electronic games, magazines, 
and catalogues, genres that create an information space rather than a linear 
sequence. Physical stores and libraries are databases of tangible objects found 
in the built environment. Media critic Lev Manovich has described language 
itself as a kind of database, an archive of elements from which people 
assemble the linear utterances of speech. Many design projects call for the 
emphasis of space over sequence, system over utterance, simultaneous 
structure over linear narrative. Contemporary design often combines aspects 
of architecture, typography, film, wayfinding, branding, and other modes 
of address. By dramatizing the spatial quality of a project, designers can 
foster understanding of complex documents or environments. 

The history of typography is marked by the increasingly sophisti- 
cated use of space. In the digital age, where characters are accessed by 
keystroke and mouse, not gathered from heavy drawers of manufactured 
units, space has become more liquid than concrete, and typography has 
evolved from a stable body of objects to a flexible system of attributes. 


Database and narrative are natural enemies. Competing for the same territory of human culture, 
each claims an exclusive right to make meaning of the world. Lev Manovich, 2002 
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VISUAL THESAURUS 2.0 
Interactive media, 2003 

Designers: Plumb Design Inc. 

"This digital thesaurus presents words within a А 
web of relationships. The central term is linked to nodes representing 
that word's different senses. The more connections each of these 
satellite nodes contains, the bigger and closer it appears on the 
screen. Clicking on a satellite word brings Hat term to the center. 
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Succeeding the Author, the scriptor no longer bears within him passions, 
humours, feelings, impressions, but rather this immense dictionary from 
which he draws a writing that can know no halt. Roland Barthes, 1968 
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Attecionce 
Nothing pulls you into the territory between art and 


science quite so quickly as design. isthe borderline where contradictions and ten- 


sions exist between the quantifiable and the poetic, It is the field between desire 


rive in those conditions, moving between land and wa- 


and necessity, Designers 


wove in n matter of minutes between 
Te 


week" or from Lyotard to printing technologies without missing a 


мега of 1 


‘The free flow of ideas, and the leaps from the technical to the mythical, stem 


ишп a studio plat- form that supports each student's search to 
Disiteqocessity 
designer. The fyi 


from the attempt 


a hothouse that enables students 


find his ober own wi 


Jand faculty to encounter their own visions of the world and act on them — a 


process thut is at Limes chaotic, conflicting, and vecasionally 


inspiring. 


Watching the process of students absorbing new ideas and in- 


Auences, an le range of in- verpretatiuns of those ideas into design, is 
reiosrrochnology 


n 
experience that is always: ing. Їп recent years, for example, the de- 
metamorphose into high technologists, and graphic designers 


to software humanists, Yet it all seems consistent, They are bringing a very per- 


га that desperately 
Ий 


sonal vision to an ressiness of human experi- 


і up the cold precision of technology to make it livable, and lived in. 


Unlike the Bauhaus, Cranbrook never embraced a singular 


teaching method or philosophy, other һал Suarinen’s exhortation to each student to 


find his oc hes own way, in the company of other artists and des 


пе who were ens 


paged in the same search. The energy at Cranbrook seems to come from the fact of 


tadividealcommunal 
the mutual seach, although notthe mutual биеп, If design is about life, why 


shouldn't it have all the complexity, vari- ety, contradiction, and sublimity of life? 


Much of the work gone at Cranbrook lias been dedicated 
to changing the status quo. tie pole: 


ical. caleulntedtoruffle designers’ feathers. And. 


CRANBROOK DESIGN: 
THE NEW DISCOURSE 

Book, 1990 

Designers: 

Katherine McCoy, 

P. Scott Makela, and 

Mary Lou Kroh 

Publisher: Rizzoli 
Photograph: Dan Meyers 
Under the direction of 
Katherine and Michael McCoy, 
the graduate program in 
graphic and industrial design 
at Cranbrook Academy of Art 
was a leading center for 
experimental design from the 
19705 through the early 19905. 
Katherine McCoy developed 

a model of “typography as 
discourse,” їп which the designer 
and reader actively interpret 

an author's text, 


BIRTH OF THE USER 


Roland Barthes's model of the text as an open web of references, rather than 
a closed and perfect work, asserts the importance of the reader over the 
writer in creating meaning. The reader “plays” the text as a musician plays 
an instrument. The author does not control its significance: "the text itself 
plays (like a door, like a machine with ‘play’ and the reader plays twice over, 
playing the Text as one plays a game, looking for a practice that reproduces 
it" (102). Like an interpretation of a musical score, reading is a performance 
of the written word. 

Graphic designers embraced the idea of the readerly text in the 
1980s and early 1990s, using layers of text and interlocking grids to explore 
Barthes's theory of the "death of the author." In place of the classical model 
of typography as a crystal goblet for content, this alternative view assumes 
that content itself changes with each act of representation. Typography 
becomes a mode of interpretation. 

Redefining typography as “discourse,” designer Katherine McCoy 
imploded the traditional dichotomy between seeing and reading, Pictures 
can be read (analyzed, decoded, taken apart), and words can be seen 
(perceived as icons, forms, patterns). Valuing ambiguity and complexity, her 
approach challenged readers to produce their own meanings while trying 
also to elevate the status of designers within the process of authorship. 

Another model, which undermined the designer's new claim to 
power, surfaced at the end of the 1990s, borrowed not from literary criticism 
but from human-computer interaction (НСІ) studies and the fields of 
interface and usability design. The dominant subject of our age has become 
neither reader nor writer but user, a figure conceived as a bundle of needs 
and impairments—cognitive, physical, emotional. Like a patient or child, the 
user is a figure to be protected and cared for but also scrutinized and 
controlled, submitted to research and testing. 

How texts are used becomes more important than what they mean. 
Someone clicked here to get over there. Someone who bought this also 
bought that. The interactive environment not only provides users with a 
degree of control and self-direction but also, more quietly and insidiously, it 
gathers data about its audiences. Barthes's image of the text as a game to be 
played still holds, as the user respond to signals from the system. We may 
play the text, but it is also playing us. 


Design a human-machine interface in accordance with the abilities and foibles of humankind, 
and you will help the user not only get the job done, but be a happier, more productive person. 
Jef Raskin, 2000 
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Graphic designers can use theories of user interaction to revisit On screen readability, 
see John D. Gould et al., 
5 & Я "Reading from CRT Displays 
а : о Itis 
example, are readers on the Web less patient than readers of print? It is Can Be as Fast as Reading | 


commonly believed that digital displays are inherently more difficult to read от Paper,” Human Factors, 
than ink on paper. Yet HCI studies conducted in the late 1980s proved that 29, 5 (1987): 497-517. 
crisp black text on a white background can be read just as efficiently from a 

screen as from a printed page. 

The impatience of the digital reader arises from culture, not from On the restless user, see 
the essential character of display technologies. Users of Web sites have Jakob Nielsen, Designing - 
diffs St ЫН ас TE RA Web Usability (Indianapolis: 

ifferent expectations than users of print. They expect to feel “productive, EN, 
not contemplative. They expect to be in search mode, not processing mode. 
Users also expect to be disappointed, distracted, and delayed by false leads. 
‘The cultural habits of the screen are driving changes in design for print, 
while at the same time affirming print's role as a place where extended 


reading can still occur. 


some of our basic assumptions about visual communication. Why, for 


m — ————— 


Another common assumption is that icons are a more universal On the failure of interface 
mode of communication than text. Icons are central to the GUIs (graphical icons see Jef Raskin, 

- 8 5 The Humane Interface: New 
user interfaces) that routinely connect users with computers. Yet text can Directions for Designing 
often provide а more specific and understandable cue than a picture. Icons Interactive Systems (Reading, 
don't actually simplify the translation of content into multiple languages. Mass.: Addison-Wesley, 2000). 


because they require explanation in multiple languages. The endless icons 
of the digital desktop, often rendered with gratuitous detail and depth, 
function more to enforce brand identity than to support usability. In the 
twentieth century, modern designers hailed pictures as a "universal" 
language, yet in the age of code, text has become a more common denom- 
inator than images—searchable, translatable, and capable of being 
reformatted and restyled for alternative or future media. 

Perhaps the most persistent impulse of twentieth-century art and 
design was to physically integrate form and content. The Dada and Futurist 
poets, for example, used typography to create texts whose content was 
inextricable from the concrete layout of specific letterforms on a page. In the 
twenty-first century, form and content are being pulled back apart. Style 
sheets, for example, compel designers to think globally and systematically 
instead of focusing on the fixed construction of a particular surface. This way 


Web users don’t like to read....They want to keep moving and clicking. 
Jakob Nielsen, 2000 
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On transmedia design 


thinking, see Brenda Laurel, 


Utopian Entrepreneur 
(Cambridge: MIT Press, * 
2001), 


Jef Raskin talks about the 
scarcity of human attention 
as well as the myth of white 
space in The Humane. 
Interface: New Directions for 


Designing Interactive Systems, 


cited on p. 74. 


of thinking allows content to be reformatted for different devices or users, 
and it also prepares for the afterlife of data as electronic storage media begin 
their own cycles of decay and obsolescence. 

In the twentieth century, modern artists and critics asserted that 
each medium is specific. They defined film, for example, as a constructive 
language distinct from theater, and they described painting as a physical 
medium that refers to its own processes. Today, however, the medium is not 
always the message. Design has become a "transmedia" enterprise, as 
authors and producers create worlds of characters, places, situations, and 
interactions that can appear across a variety of products. A game might live 
in different versions on a video screen, a desktop computer, a game console, 
and a cell phone, as well as on t-shirts, lunch boxes, and plastic toys. 

The beauty and wonder of "white space" is another modernist 
myth that is subject to revision in the age of the user. Modern designers 
discovered that open space on a page can have as much physical presence as 
printed areas. White space is not always a mental kindness, however. Edward 
Tufte, a fierce advocate of visual density, argues for maximizing the amount 
of data conveyed on a single page or screen. In order to help readers make 
connections and comparisons as well as to find information quickly, a single 
surface packed with well-organized information is sometimes better than 
multiple pages with a lot of blank space. In typography as in urban life, 
density invites intimate exchange among people and ideas. 

In our much-fabled era of information overload, a person can 
still process only one message at a time. This brute fact of cognition is the 
secret behind magic tricks: sleights of hand occur while the attention 
of the audience is drawn elsewhere. Given the fierce competition for their 
attention, users have a chance to shape:the information economy by 
choosing what to look at. Designers can help them make satisfying choices. 

‘Typography is an interface to the alphabet. User theory tends to 
favor normative solutions over innovative ones, pushing design into the 
background. Readers usually ignore the typographic interface, gliding 
comfortably along literacy's habitual groove. Sometimes, however, the 
interface should be allowed to fail. By making itself evident, typography can 
illuminate the construction and identity of a page, screen, place, or product. 


If people weren't good at finding tiny things in long lists, the Wall Street 
Journal would have gone out of business years ago. Jef Raskin, 2000 


TYPOGRAPHY, INVENTED IN THE RENAISSANCE, allowed text to become а 
fixed and stable form. Like the body of the letter, the body of text was 
transformed by print into an industrial commodity that gradually became 
more open and flexible. 

Critics of electronic media have noted that the rise of networked On electronic writing, see 
communication did not lead to the much feared destruction of typography [997 une p i 
(or even to the death of print), but rather to the burgeoning of the alphabetic Digita! Arts, Media, and 
empire. As Peter Lunenfeld points out, the computer has revived the power Cambridge: MIT 
and prevalence of writing: “Alphanumeric text has risen from its own ashes, воет, Writing Space: 

a digital phoenjx taking flight on monitors, across networks, and in the Computers, Hypertext, and 

6 ar à 1 the Remediation of Print 
realms of virtual space.” The computer display is more hospitable to text (Mahwah, NJ: Lawrence 
than the screens of film or television because it offers physical proximity, Erlbaum Associates, 2001), 
user control, and a scale appropriate to the body. = ‘Stuart Мотора ЦЕ 

The book is no longer the chief custodian of the written word. Hypertext and the Laws 
Branding is a powerful variant of literacy that revolves around symbols, d таа Н 
icons, and typographic standards, leaving its marks on buildings, packages, Fruin and Nick Monfort 
album covers, Web sites, store displays, and countless other surfaces and (Cambridge: MIT Press, 
spaces. With the expansion of the Internet, new (and old) conventions for le 
displaying text quickly congealed, adapting metaphors from print and | 
architecture: window, frame, page, banner, menu. Designers working within 
this stream of multiple media confront text in myriad forms, giving shape to 
extended bodies but also to headlines, decks, captions, notes, pull quotes, 
logotypes, navigation bars, alt tags, and other prosthetic clumps of language 
that announce, support, and even eclipse the main body of text. 

The dissolution of writing is most extreme in the realm of the 
Web, where distracted readers safeguard their time and prizé function over 
form. This debt-of restlessness is owed not to the essential nature of 
computer monitors, but to the new behaviors engendered by the Internet, a 
place of searching and finding, scanning and mining. The reader, having 
toppled the author's seat of power during the twentieth century, now ails 
and lags, replaced by the dominant subject of our own era: the user, a figure 
whose scant attention is our most coveted commodity. Do not squander it. 


Hypertext means the end of the death of literature. Stuart Moulthrop, 1993 


ЕТ PROFILES - PRESENTING = MC + LOGIN Gay < пиш - 05 


um A CREATIVE CATALOGUE. 


ману aco News| van юте! 
Septemb, 
update at Anna К 


Posted by О kustaa Saksi 


[ur 
= Patrik sda 16:37 - September 17-2003 
rk Reimer abstractions, Interactive 
= tions & experienta] interfaces 


Менн Сна 
Tratophormelic. Thanks Paul 


MEM postad by Ù Rhett Dashwood 


RR 
Ingvar Keone 
‘steven Stahlberg — Comeptärt org has cept art 


16:25 + September 17 2002 


17:47 - September 16 + 2003 
Audio Dumbar i gn agency established in 
Hid graphic design (but need a itti 


Posted by © Rhett Dash 


: : : 16:80 September 15-2003 
[re : ard lovely links since 2001 Stylebowt 
GH wT Steton didi Stee nct, redesigned. reboot 
ЕЕ : Р 
ITI x — posted by D Rhett 0: 


HEAVY BACKPACK 
Web site, 2003 

A celebration of visual density 
is seen in this site that coll 
and annotates links to other 


sites 


Do we not have hant 
organs, dimonnio 


corpse of the Australopithecus he had 
illed lay nude before him. Using two flat 


tones, he made a cradle to hold his music, 
thick book of mysteries he had found 
the weeds: Grant's Anatomy and Dissector. 
knelt down beside her, a cellist about to 
erform. Hold the scalpel like a cello bow, 
read, gripping a sharpened clam shell, 
еп—а quick check against the diagram. 
the book—he pressed the «hell's point 
to the ape-woman's chest» he flesh yielde 
ily, blood oozing out noi us from a mortal 
juncture but with no pressure or urgency, 
though it was okay, and he continued his 
stroke—the Jow opening of a requiem- 
confidence as he lengthened the 
incision toward her Mons Veneris (fi), 
fe wiped thé sweat from his eyes, Since she 
‚as more simian than a Neanderthal, he had 
pected ег hide to be at least as thick as 
callus во was surprised to find how much | 
pe himself an Australopitheous could be. 
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then the navel, duplicating the patter 
in the book till her torso was dominat. 
by a brilliant red 


= 
He took a deep breath, then began a secon 
long cut, curving around the other breast, 
senses, affections, passiond?— 


As it said in Grant's, Square cut a “buttonhole 
near her navel, Hooking a finger through itewa tod huri with the 
he pulled the skin of her torso up and over hetpame weapons, subject lo 
face, Just as quick, she was transfigured beforethe same diseases?... 
him; a shimmering anatomical sculpture of гор; 
soles, pink and red with striations of yellow fat. 
A scent of fresh meat wafted up, making 
nostrils twitch, 


In the book, transparens uverlays, smooth 
as membranes, presented the\body as layer: 

where everything rhymed, and turning a leaf, 

he wished it were that easy. His thumb left VAS! AN OPERA IN FLATLAND 

a bloody smudge print oh one stanza. Book, 2002 
„divide the pleura, beit NGC ш Designer: Stephen Farrell 
\ | Author: Steve Tomasula 

Publisher: Station Hill Press, 
In this typographic novel about 
post-genetic civilization, texts 
and images align against а 
series of thin rules incising the 
outer margins. The boldface 
letters along the flush edge of 
the text body accentuate the 
column structure. The book is 
printed throughout in three 
colors (flesh, blood, and black). 
The body of text is explored as 
ап opett system. 
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Takes two 


SCALA, WITH KERNING SUPPRESSED 


Spacing appears uneven, with gaps around the T and w 


Takes two 


SCALA, WITH KERNING 


Spacing seems more even, although some characters nearly touch. 


nearly touch 


SCALA ITALIC, WITH KERNING SUPPRESSED 


А gap appears between the | and y 


nearly touch 


SCALA ITALIC, WITH KERNINC 


The characteristic intimacy of italic requires kernin 


rub my back 


IUD... 
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KERNING If letters in a typeface are spaced too 
uniformly, they make а 


pattern that doesn't look 
uniform enough. Gaps occur, for example, around 
letters whose forms angle outward or frame an open 
space (№, Y, V, T. L). In meta 
extends past the lead slug that supports it, allowing 


type, a kerned letter 
two letters to sit more closely together. In the digital 
typefaces used today, the space between letters is 


controlled by a table of kerning pairs, which specify 
spaces between different letter combinations. 


LOVE EETTERS 


The VE and TT combinations make the words look mismatched. 


LOVE LETTERS 


Kerning has been manually adjusted for а more even appearance 


KERNING LARGER SIZES Because the space 


between characters 


xpands as the type size 
increases, designers often fine-tune letterspacing, 
when working with large letters. As the word 
"rub" gets bigger, the gap between u and b grows 
more obvious. 


ru my back 


TYPE CRIME: 
TOO MUCH SPACE 


Mind the gap, 


especially at larger sizes. 
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TRACKING Adjusting the overall space between 
letters, rather than the space between two characters, 
is called tracking, also known as letterspacing. It 

is common practice to letterspace capitals and small 
capitals, which appear more regal when standing 
apart. By slightly expanding the tracking across 

a body of text, the designer can create a more airy 
field. Negative tracking is rarely desirable. This 
device should be used sparingly, to adjust one or 
more lines of justified type. 


Lowercase letters respond less 
favorably to letterspacing than 
cause 


Чо uppercase letters, 
they are designed to sit together 
intimately on a line, 


NORMAL TRACKING 
Letters do love one 
However, due to their 
anatomical difference 
letters have а hard time 
achieving intimacy. 
the letter V, for example, 
whose seductive valley makes 
her limbs stretch out above 
her base. In contrast, L 
solidly holds his ground yet 
harbors a certain emptiness 
above the waist. Automated 
kerning tables solve these 
problems in most situations, 
but some letters may require 
personal attention at larger 
sizes, Capital letters, being 
square and conservative, 
prefer to keep a little 
from their neighbors. 


TRACKING 


LOVE LETTERS 


SCALA CAPITALS, NORMAL TRACKING 


LOVE LETTERS 


SCALA CAPITALS, LOOSE TRACKING 


LOVE LETTERS LOVE LETTERS 


SCALA SMALL CAPITALS, NORMAL VS. LOOSE TRACKING 


love letters love letters 


SCALA, ROMAN AND ITALIC, LOOSE TRACKING 


love letters love letters 


SCALA, ROMAN AND ITALIC, NORMAL TRACKING 


POSITIVE TRACKING NEGATIVE TRACKING 
Letters do love one another. Letters do love one another, 
However, due to their However, due to their 


anatomical differences, some anatomical differences, some 


letters have a hard time letters have a hard time 
achieving intimacy. Consider — achieving intimacy. Consider 
the letter V, for example, the letter V, for example, whose 
whose seductive valley makes seductive valley makes her 


her limbs stretch out above — limbs stretch out above her 
her base. In contrast, L who base, In contrast, solidly holds 
solidly holds his ground yet — his ground yet harbors a certain 
harbors a certain emptiness emptiness above the waist. 
above the waist. Automated Automated kerning tables solve 
kerning tables solve th these problems in most 
problems in most situations, ions, but some letters may 
but some letters may require additional guidance at 


personal attention at larger larger sizes. Capital letters, 
sizes. Capital letters, being being square and conservative, 
square and conservative, prefer to keep a little distance 


prefer to keep a little distance from their neighbors. 


from their neighbors. 


TYPE CRIME: 
NEGATIVE TRACKING 
Make the shoe fit, not the fool. 
Don't use negative tracking to 
save space, 
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Ancient maps of the world 


An 


when the world was flat 
Avid 
inform us, concerning the void 


Dream 


where America was waiting 


Of 


|! to be discovered, 


Trans- 


Here Be Dragons. ..... 


for- 


O to bea dragon. u...» 


"nations 


MARGO JEFFERSON 


DANCE 


AN AYID DREAM 


OF TRANSFORMATION 
Magazine page, 1992. 
Designer: Abbott Miller. 
Publisher: Patsy Tarr 

| The extreme line spacing 
(leading) allows two strands. 
of text lo interweave. 


‘The distance from the baseline 
of one line of type to another 

is called Jine spacing. It is 

also called leading, In relprence 
to the strips of lead used to 
separate lines of metal type. 
"The default setting in most 
layout and imaging software is 
ШЕ ester than the cap 
height of the letters, Expanding 
this distance creates a text 
block with a lighter, more open 
olor. As line spacing increases 
further, the lines of ype 
become independent linear 
elements rather than parts 

of an overall texture, 


717 SCALA 


ppt type with 
7 pis line spacing 


This is called “set solid.” 
When lines are set this closely 
together, the ascenders and 
discenders begin to touch, an 
uncomfortable effect. 


‘The distance from the baseline 
of one line of type to another 
is called line spacing. It is 

also called leading, in reference 
to the strips of lead used to. 
separate lines of metal type. 
"The default setting in most 
layout and imaging software is 
slightly greater than the cap 
height of the letters. Expanding 
this distance creates a text 
block with a lighter, more open 
color. As line spacing increases 
further, the lines of type 
become independent linear 
elements rather than parts 
ofan overall texture, 


718.5 seata 


type with 
8.5 pis line spacing 


In most page layout programs, 
the default line spacing 
(leading) is 120%, or slightly 
greater than the cap height. 


‘The distance from the baseline 
of one line of type to another 

is called line spacing, It is 

also called leading. in reference 
to the strips of lead used to 
separate lines of metal type. 
‘The default setting in most 
layout and imaging software is 
slightly greater than the cap 
height of the letters. Expanding 
this distance creates a text 
block with a lighter, more open 
color. As line spacing increases 
further, the lines of type 
become independent linear 
elements rather than parts 
of an overall texture. 


719 SCALA 
7-pt type with ^ 
9 pis line spacing 


This column is set with wider 
line spacing (leading) than the 
standard default. 


LINE SPACING 


The distance from the baseline 

of one line of type to another 

is called line spacing, It is 

also called leading, in reference 

to the strips of lead used to 

separate lines of metal type. 

The default setting in most 

layout and imaging software 

is slightly greater than the cap 

height of the letters, Expanding, 
istance creates a text 


block with a lighter, more open 


* color. As line spacing increases 


further, the lines of type 
become independent linear 
elements rather than paris 


of an overall texture, 


7/10 SCALA 
7-pt type with 
10 pls line spacing 


As the line spacing becomes 
morc extreme, the block of text 
begins to read as separate lines 
rather than a shade of gray. 


ALIGNMENT 


The arrangement of text into columns with hard 
or soft edges is called alignment. Each basic style 
of alignment brings aesthetic qualities and 
potential hazards to the design of page or screen. 
Justified text, which has even edges on both left 
and right, has been the norm since the invention 
il of printing with movable type, which enabled the 
creation of page alter page of straight-edged 
0 columns, Justified type makes efficient use of 
space, and it also creates a clean shape on the 
page. Ugly gaps can occur, however, when the 
| line length is too short in relation to the size of 
type used. Hyphénation breaks up long words 
and helps keep the lines of text tightly packed. 
| Letterspacing can also be used to to adjust a line. 


| t A JUSTIFIED 
$ The left and right edges are both even. 


When it is good: Justified text makes 
a clean, figural shape on the page. 
ү ' Its efficient use of space makes it 
| the norm for newspapers and books 
ү of continuous text. 


When it is evil: Ugly gaps can occur 
as text is forced into lines of even 
measure. Avoid this by making 
M sure the line length is long enough 
in relation to the size of type. As the 
font gets smaller, more words will 
fit on each line. 


Ugly gaps appear TYPE CRIME 
when the designer has кл. or HOLES 
made the line length А column that is too 


too short, or the 5 
: marrow is full of gaps. 

author has selected f full of gaps. 

words that are too 

Коо cats 
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In flush lefi/ragged right text, the left edge is 
hard and the right edge is soft. Word spaces do 
not fluctuate, so there are never big holes 
inside the lines of text, This format, which was 
rarely used before the twentieth century, 
respects the flow of language rather than 
submitting to the law of the box. Despite its 
advantages, however, the flush left format is 
frought with danger. Above all, the designer 
must work hard to control the appearance 

of the rag along the left edge, A good rag looks 
pleasantly uneven, with no lines that are 
excessively long or short, and with hyphenation 
kept to an absolute minimum. A rag is 
considered "bad" when it looks too even (or too 
uneven), or when it begins to form regular 
shapes, like wedges, moons, or diving boards. 


FLUSH LEFT/RAGGED RIGHT 
The left edge is hard, and the 
right edge is soft. 


When it is good: Designers choose to set 
text flush left when they want to respect 
the organic flow of language and avoid 
the uneven spacing that plagues narrow 
columns of justified type. 


When it is evil: The flush left column 
loses its organic appearance when 
disgraced with a “bad rag." Strive 
vigilantly to create the illusion of a 
random, natural edge without yielding 
to the sin of hyphenation, 


Abad rag will fall TYPE CRIM; 


into weird shapes вар RAG 
along the right An ugly wedge-shape 
edge, instead spoils the ragged edge. 
of looking 

random. 


Flush right /ragged left is a variant of the more 
familiar flush left setting. It is common wisdom 
among typographers that flush right text is hard to 
read, because it forces the reader's eye to find a 
new position at the start of each line, 

This could be true, or it could be an urban legend. 
At any rate, the flush right setting is rarely 
employed for long bodies of text. Used in smaller 
blocks, however, flush right text forms effective 
marginal notes, sidebars, pull quotes, or other 
passages that comment on-a main body or image. 


А flush or ragged edge can suggest attraction 
(or repulsion) between chunks of information. 


FLUSH RIGHT/RAGGED LEFT 
The right edge is hard, and 
the left edge is soft. 


When it is good: Flush right text can be 

a welcome departure from the familiar. 
It makes effective captions, sidebars, 

and marginal notes, suggesting affinities 
among elements on the page. 


When it is evil: Flush right text can be an 
unwelcome departure from the familiar, 


annoying cautious readers. Bad rags 

can threaten flush right text just as they 

afflict flush left, with the added difficulty 
that punctuation at the ends of lines can 
weaken the hard right edge. 


TYPE CRIME 
PUNCTUATION EATS 
THE EDGE 

This is not a true crime 
so much as a situation 
of compromise. 


Lots of punctuation 
(at the ends of lines) 
will attack, threaten, 

and generally 
weaken 

the flush right edge, 
Watch out for this. 


ALIGNMENT 


Centered text is symmetrical, 
like the facade of a classical building. 
Centered type is often employed on 
invitations, title pages, certificates, and tomb stones, 
The edges of a centered column 
are allowed to be dramatically uneven. 
Centered lines are often broken to emphasize a key phrase 
(such as the name of the bride 
or the date of her wedding) 
or to allow a new thought to begin on its own line, 
Breaking lines in this manner is called 


breaking for sens. 


CENTERED 
Uneven lines are centered between 
the left and right edges. 


When it is good: Centered text is formal 
and classical, bearing rich associations 
with history and tradition. It invites the 
designer to break a text for sense and 
create an organic shape in response to 
the flow of coritent. 


When it is evil: Centered text is static 

and conventional. Used without care, 
it looks stodgy, static, and mournful, 

like a tombstone. 


Death is not а crime, 
and neither is centered 
type, Embrace the 
staid formality of this 
setting with caution, 
however. 
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BEYOND NOSTALGIA 


Embroidery, wocdcarving; and: minutely- detailed ceramic: glazes-ace 
hoblechniques we usually associate with contemporary art and design; 
These age-old methods nonetheless play.a prominent part in the work. 
of several current artists and. designers; including; Berend;Slriks Wim 
Delvoye;and Hella Jongerius: 

Berend Strik's work resembles ап amalgam-of modern vülganeul: 
luce, old crafts, and new. subject matter. For-one-of:his:best-known 
places (Untitled; 1993); Strik pasted gaping female mouths Ina row, cut 
away a similar number.ofphalluses;and accentuated the lip‘outlines 
wilhelegantlines of cross-stitching and other ornamental embroidery. 
The modification tempts the spectator away from:the obvious porno: 
graphicinterpretation so that, suddenly, the strains of a heavenly choir 
seem to emerge from those unmistakably lubricious lips.The publica: 
tion'af French: philosopher. Georges. Bataille's book Les-/armes:d'Eros 
(1986) паз made us aware of just howdfar religious dcstasy isintertwinéd 
with! sexuality: death;:and. violence: Strik's-subject Is-the;same; His 
quaintembroidery techniquechallenges the hypocrisy with which past 


HELLA JONGERIUS 
Book, 2003 

Designers: COMA, Amsterdam/New York 
Author: Louise Schouwenberg 

Publisher: Phaidon 

Photograph: Dan Meyers 


THE BEGINNING 


g it at first; | saw walls 


looked into the form without really knowin‘ 
planes climbed and cut into each other, 


flying across space. The tilting 


Violent, shattering any notion of building in the conventional sense. 


And the dialogue began between Daniel Libeskind and myself, how 
could such a form be built? 


edundancy in 


‘framing’ 


adition, used in an 
eat planes toa 
oss bracing. One 
nsional surface as 
that is then clad and 
е second to transparency. 


а! deposit, or if an open 
Id be a lantern or a beacon. IF it 


аА d it Of granite, or was it buildable out of 
special masonry 


INFORMAL 
Book, 2002 

Designer: Januzzi Smith 
Author: Cecil Balmond 
Publisher: Prestel 
Photograph: Dan Meyers 
This book is a manifesto 

Jor an "informal" approach 10 
structural engineering and 
architecture. Throughout the 
book, the typography combines 
flush left and flush right. 
alignments, creating a tiny but 
insistent seam or fissure inside 
the text column, and irregular 
rags on the outer edges. 

This construction beautifully 
expresses the principle of 
informality, underscored by 
the integration of sketches 
with the typography of the book. 
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LU FRAN MOTEL 
(FAR LEFT) 
Wildwood, New Jersey 
Photographer 
Dorothy Kresz 


ILLUMINATED SIGNS 
(Lert) 
Japan, 1924 


Commercial signs 
ofien employ stacks 
of characters 


SHELF OF SPINES 
Stacked letters sometimes 


appear on the spines of books, 


ү! 
| but vertical baselines are more 
|| common, Starting from the 
top and reading down is the 
Hi 
predominant direction, 
‚| especially in the U.S 


СЫ 
X 


MON 3301102 N51$3d 


314A JO сон V 


Зит 


= 

= 
M 
E 
s 
Is 
А 
G 
E 
s 


) WAOE 
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CRED 


STACKED CAPITALS 
Roman letters are 
designed to sit side by 
side, not on top of 

one another. Uppercase 
letters form more stable 
stacks than lowercase 
letters. Centering the 
column helps to even out 
the differences in width. 
(The letter I is a 

perennial problem.) 


VERTICAL ALIGNMENT 


у v >< © 
EO ор 
е е ga = > 
= Е. Ё 
il if 2 09 + Se 
t t ES © E d E 
= a 
: А i ОЩЕ z 
1 0: [en Бр т = 
Sess 3 
8 
g g де d б 
о ғ 
о [0] > < 
TYPE CRIM SCALA LOWERCASE, VERTICAL BASELINES 
STACKED LOWERCASE 10р to bottom bottom to top both directions 
STACKED LOWERCASE VERTICAL BASELINES 
Stacks of lowercase The simplest way to make a line of 
letters are especially text form a vertical line is to change 
awkward because the orientation of the baseline from 
the ascenders and horizontal to vertical. This preserves 
descenders make the «the natural affinity among letters sitting 
vertical spacing ona line. 
appear uneven, and There is no fixed rule determining 
the varied width of whether type should run from top to 
the characters makes bottom or from bottom to top. It is more 
the stacks look common, however, especially in the 
precarious. U.S., to run text on the spines of books 


from top to bottom. (You can also run 
text up and down simultaneously.) 


English is not Chinese. John Kane, 2002 
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Carrefour de Paralleles 


А 


Piundniuyss ш! иәуәцелед © 


Schnittpunkt 


PARALLELEN IM 


SCHNITTPUNKT 


(CROSSING PARALLELS) 


Posters, 1997 


Designer: Gerwin Schmidt 
Publishers Art-Club Karlsruhe 


The axes of type and landscape 


intersect to create these posters 


that are simple, powerful, and 


direct. The type is mirrored in 


German and French. 


| 


HIERARCHY 


HIERARCHY Hierarchy RARC MIERAKCHY 
Division of angels Division of angels DIVISION OF ANGELS 
A. Angel Angel Angel angel 


B. Archangel Archangel Archangel DIVISION archangel 
C. Cherubim Cherubim Cherubim or ANGELS. cherubim 


р, Seraphim Seraphim Seraphim seraphim 
Ruling body of clergy Ruling body of clergy JLING вору OF CLERGY 

А. Pope Pope Pope pope 

В. Cardinal Cardinal Cardinal RULING вору cardinal 
С, Archbishop Archbishop Archbishop or синот archbishop 
D. Bishop Bishop Bishop. bishop. 
Parts ofa text * Parts of a text PARIS OT A TEXT 

A. Work Work Work work 

B. Chapter Chapter Chapter rants oF chapter 
©. Section Section Section А ТЕХТ section 

D. Subsection Subsection Subsection subsection 


SYMBOLS, INDENTS, INDENTS AND FONT CHANGE, INDENTS, ALIGNMENT, FONT 
AND LINE BREAKS LINE BREAKS ONLY AND LINE BREAKS CHANGE, AND LINE MREAKS 


HIERARCHY A typographic hierarchy expresses an REDUNDANCY Writers are generally trained to 
organizational system for content, emphasizing avoid redundancy, as in the expressions “future 
some data and diminishing others. A hierarchy helps plans” or “past history." In typography, some 
readers scan a text, knowing where to enter and exit redundancy is acceptable, even recommended. For 
and how to pick and choose among its offerings. example, paragraphs are traditionally marked with 
Each level of the hierarchy should be signaled by a line break and an indent, a redundancy that has 
one or more cues, applied consistently across a body proven quite practical, as each signal provides 

of text. A cue can be spatial (indent, line spacing, backup for the other. To create an elegant economy 
placement on page) or graphic (size, style, color of of signals, try using no more than three cues for 
typeface). Infinite variations are possible. each level or break in a document. 


CREATING EMPHASIS WITHIN RUNNING TEXT 
BOLD, ITALIC. Emphasizing a word or phrase within a body of text 


usually requires only one signal. Italic is the standard 
form of emphasis. There are many alternatives, 
however, including boldface, suALL cars, or a 
change in color. You can also create emphasis with a 
different font; a full-range type family such as Scala 
has many font variations designed to work together. 


TOO MANY SIGNALS 
Emphasis can be created 
with just one shift. If you want to mix font families, such as Scala and 


Futura, adjust the sizes so that the x-heights align. 


MAIN HEAD 


MAIN TEXT 


SUBSECTIONS 


There are endless 
ways lo expres 
the hierarchy 
of a document. 


HIERARCHY 


COMMON TYPOGRAPHIC DISEASES 


Various forms of dysfunction appear among populations 
exposed to typography for long periods of tire. Listed here 
are a number of frequently observed afflictions. 


TYroPHiLIA. An excessive attachment to and fascination with 
the shape of letters, often to the exclusion of other interests and 
object choices. Typophiliacs usually die penniless and alone, 


"TYrornonta The irrational dislike of letterforms, often marked 
by a preference for icons, dingbats, and—in fatal cases—bullets 
and daggers. The fears of the typophobe can often be quieted 
(but not cured) by steady doses of Helvetica and Times Roman. 


TYPOCHONDRIA А persistent anxiety that one has selected the 
wrong typeface. This condition is often paired with око (optical 
kerning disorder), the need to constantly adjust and readjust the 
spaces between letters. 


Typornermia The promiscuous refusal to make a lifelong. 
commitment to a single typeface—or even to five or six, as some 
doctors recommend. The typothermiac is constantly tempted to 
test drive “hot” new fonts, often without a proper license, 


COMMON TYPOGRAPHIC DISEASES. 


ly appear among populations 
урар for long periods of time. Listed 
iber of frequently observed alllictions, 
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— — (Momentan sind wir 2, B, 
seit der Thronbesteigung!) — — — bei der 


| 
| 
— — So erlebte ich, daß er einen doch ; 
Major, den Adjutanten des Kronprinzen, E 
Ohr zog, ihm einen tüchtigen Schijf 
gab und sagte: — — 

— — empfing er in Tempelhof im 5 
minister und den Chef des Militarkabinettes mil 
alten Esel glaubt, daß ihr alles besser wile 


*) Deutsche Verlagsanstalt, Stuttgart, 181] 


werde«, beweist eine Vertrautheit der Ind}, 
Programm, die ich selbst am Nachmittag. лоб 
ihnen in die Falle gegangen! Aber wenn einer 
Innsbruck auf Demonstrationen ausgehen, bis fy 
Abends eine Ahnung von dem мато 

will ich dem Wilhelm glauben, daß er es nicht | 
Josef, daß er alles reiflich erwogen hat, Die 
einer vagen Kenntnis meiner Gesinnung, aber 
die ihre auszuleben, in den Saal geführten In 
Abends ein Dutzend weit besserer Anlässe — 
zwei Diebsgenerale — hatten vorübergehen las 
der Laut auf den Lippen erstarb, und erst zut 
über die eigene Unregsamkeit ihnen Bewulli 
ihre Anwesenheit legitimierten, indem sie 
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WÜRIERBUCH DER REDENSARTEN/ 
KARL KRAUS, DIE TACKEL 

Book, 1999 

Designer: Anne Burdick 

Publisher: Österreichischen Akademie der Wissenschaften 
This book presents essuys from the journal Die Fackel, 
published by the Viennese writer Karl Kraus from 1899 10 1936. 
The journal's text appears in the center of each page. This text is 
sometimes represented with ап image of the original publication | 
and sometimes filtered through the modern typography of the new | 
edition, In the beige-colored margins, different styles and sizes of | 
type indicate different modes of editorial commentary. 


NN Ee te 
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и Ho-Eone | Three new Word Ite 
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an Andrey Bloovele LL па] 
м Are There Too Man 


+ A Rewarding Enp 


wid Ganson 1s graphic design a universal language? As the face of the United 
Andrew bi 


velt Speaks Up [3] 


aes. States changes, how do designers fit into the growing language 


Book Reviews эшем | challenges? For instance, the new light rail system in Minneapolis has The teky Mouse Club [25] 
4 ticket machines that have instructions in four languages: English, My Mame i Font. Ukra Pinel Font 
Most Recent Spanish, Somali and Hmong. 
Kyle Cooper 
Project = Vel 1 
Tam Almost Always Hungry 


Search 


lewa and Events 


Enter Keywords 


Most Recent 
Mister Retro Launcha p 
The Brand бзр A н 

Can graphic design save itself? What exactly do we need to save 
Меме! ourselves from? Questions like these plagued me after reading Andrew {oo find int} 
ы: vih алвер Blauvelt’s essay in Emigre 464 Towards Critical Autonomy or Can 


— 
т the first time Blauvelt’e writing || tord IL Tease 


— phi Design Save Itself? This wi 


[zm E һай incited me. Building Bridges: A Research Agenda for Education ата 
Practice called for a refinement of graduate study and practice in 

Interested in writing an вва for graphic design. We should push beyond the limits already 

peak Up? Inquire within experienced, And that's where his Emigre article put a bigger fire 


RAS under me. Change what we do, not how we do it, It's more about point 
TüsmesaResoures та | of view than visualizing your point, with a great opportunity for 


'olutionary work, Oi 


i£? For me it wasn't, 
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Common Mistake: 


— | byt Kiran Han Heb 
Open space г Are There Too Ма! 


Most Recent 
+ brook Loratson 

"Py 
Poul Kimball Going toa bar or a coffee shop these days, it seems like the city is virtue 
Arturo Elenes 


overrun by art directors, designers and other creative professionals, It 
— 


t was hives 


you stated to be a graphic designer, 
even special and people looked at you with the 
уре of look. Now everyone seems to be in the 


———————| used to be that wher 
Soin cur Hailing List parcel vid a Gu i 
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still, the shift is significant. i 


art school. Maybe not to the ex 
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By Peter Sch 


SPEAK UP (LEFT) 
Web site, 2004 

Designer: Armin Vit; logo by Michael Clark 
This on-line design forum presents readers with a 
dense menu of content articulated into a clear 
hierarchy, Each type of content is labeled. 
(Interview, discussion, essay). Featured threads are 
presented at the center of the screen, where а 
substantial passage of text allows readers to decide 
whether fo proceed further. Tiles are given drama 
and importance through placement, color, апа 
Jont choice, Site branding is kept to a minimum, 
allowing the content to dominate. 


WEB HIERARCHY 


Most Web sites are controlled by hierarchies in an 
even more systematic way than print documents, 

A site's file structure proceeds from a root down to 
directories holding various levels of content. An 
HTML page contains a hierarchy of elements that 
can be nested one inside the other. The site’s 
organization is reflected in its interface—from 
navigation to the formatting of content. Typography 
helps elucidate the hierarchies governing all these 
features. 

Dynamic Web sites use databases to build 
pages on the fly as users search for specific content. 
Databases cut across the planned hierarchy of a site, 
bringing up links from different levels and content 
areas—or from other Web sites, Typographic style 
sheets are used to weight the information gathered, 
helping users find what they need, 
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а AQ Search: [Ellen Lupton 


Showing 1 - 10 of about 
7,270 


Web Results [clos] 


Ellen Lupton: New Home Page 

Think more, design less. Announcements. Archive, This 
site is an informal archive and design resource drawn 
from the work of Ellen Lupton and Abbott Miller, ... 
httpi//www.designwnitingresearch.org/ - 4k Cached 
с 


Design Writing Research: Ellen Lupton 


ze] 


Hello, дав in to enable site features. 


Book Results [doss] Showing 1 - 10 of about 


470 | 


Design Writing Research 
by Ellen Lupton (10 June, 1999) 


Skin: Surface, Substance, and Design 


by Ellen Lupton, Jennifer Tobias, Alicia Imperiale, 
Grace Jeffers, and Randi Mates (March, 2002) 


Design Culture Now: The National Design. 


About us, Ellen Lupton is a writer, curator, and 
graphic designer. She is director of the MFA program in 
graphic design at Maryland . 

http: //www.deslgnwntingres: 
= Sk Cached GERE 


Irch.org/lupten. page.html 


Speak Up » Ellen Lupton » "Thinking With 


Ellen Lupton » “Thinking With Design”. Ellen Lupton 
To Present "Thinking With Design". Ellen Lupton, 
curator, graphic designer ... 
http://www.underconsideration.com/speakup/archives, 


Triennial 
by Donald Albrecht, Ellen Lupton, Steven Holt, and 
Steven Skov Holt (15 March, 2000) 


Mixing Messages: Graphic Design in 
Contemporary Culture 


by Ellen Lupton (September, 1995) 


Letters from the Avant-Garde: Modern Graphic 
Design 

by Ellen Lupton and Elaine Lustig Cohen (March, 
1996) 


www.Ag.cost, Search engine, 2004 
A search engines applies a typographi 
the results it calls up, using color, size, 
underlining to differentiate its parts. 


hierarchy to 
weight, and 


WEB ACCESSIBILITY 


Many designers are passionately committed to 
building accessible sites for the Web. This medium 
was invented in order to provide universal access 
to information, a goal it may some day achieve, 
regardless of a user's physical abilities or acc 
specialized software. 


to 


DESEGREGATION 
TIMELINE 


ABOUT THE FILM 


BRICK-BY-BRICK.ORG 
Web site, 2001 

Designers: Red Canoe 
Publisher: Kavanagh 
Productions 

This Flash-enabled site was 
created for a documentary film 
about desegregation. tt includes 
a text-based, HTML version, 
designed for users without access 
to Flash. The HTML version is 
also easy to print and is useful 
10 journalists or researchers 
desiring direct access to the text. 


BRECK BY BRICK асна 
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Cascading Style Sheets (CSS) allow designers to 
plan alternate layouts depending on the user's 
software and hardware. For example, cell phones 
and personal digital assistants display Web sites in a 
text-only format, while some users have outdated 
browsers or lack the software “plug-ins” required 
for displaying certain kinds of files. Style sheets can 
also be used to design print-friendly versions of 
interactive documents. 
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CLAPHAMINSTITUTE.ORG 
Web site, 2003 

Designer: Colin Day, Exclamation 
Communications 

Publisher: The Clapham Institute 

This site was designed to be accessible to 
sighted and non-sighted users. At right is 
a linearized version of the page above. 


Historical Context 


A FORGOTTEN PAST 


am Institute | Histor 


WEB ACCESSIBILITY 


Visually impaired users employ 
automated screen readers that 
“linearize” Web pages into a continuous 
text that can be read aloud by a 
machine. Techniques for achieving 
accessibility include the captioning of 
all layout tables (or, better yet, the 
avoidance of tables altogether), the 


consistent use of “alt tags” (which 
identify image files), and the pla: 
of page anchors in front of repeated 


ment 


navigation elements that enable users 
to go directly to the main content. 
Various software programs allow 
designers to test the linearization of 
their pages. 
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One of the defining principles of the Web is that it should provide all 
people, regardless of physical or technological readiness, with access 
to information. Patrick Lynch and Sarah Horton, 2001 


PARAGRAPH EXERCISE 


PARAGRAPHS do not occur in nature. Whereas 


senlences are grammatical elements intrir 
to the spoken language, paragraphs are a wholly 
literary convention designed to divide content 
into portions that are more appetizing to readers 
(and writers) than an endless stream of 
discourse. In the seventeenth century, it became 
standard to mark the beginning of a new 
paragraph with an indent, and to mark its close 
with a line break. Before then, typographers 
sometimes left extra space between paragraphs 
or sentences (without a line break), preserving 
the clean edges of the text block. Despite the 
ubiquity of the indent/line break convention 
today, numerous alternatives can be used in i 
place. Inventing new ones is an intriguing 
typographic exercise. 


This exercise indebted to George Sadek and 
William Bevington at the Cooper Union 


Forth F the sayntes whiche shal be yeuen atthe last 
ped ah Sf be agoen a er 
susce the fest of the fst weke of aduent hath ii 


‘verse to rekene @ Gloria patri & filio for one to the reporte of 
the йй wekis, and how be it that there be ii comynges of our 
Tord, yet thechirchemaketh mencion in especial butof tweyne, 
that isto wete, of thathe camein humaynenature totheworld, 
asdf tak Ba сазе te) ыкы eens 8 it 

‘this tyme. And therfor the fas- 


causcof thecomy 
ben of joye and gladnes. And by cause of the comyng at the 
day of Jugement they be ofbitternes and heuynes. 
BIALA INNOCENTIUM 

Page detail, 1892 

Designer: William Morris 

Publisher: Kelmscott Press 

William Morris admired the 

dense pages of the early 

Renaissance. Here, he has used 

a paragraph symbol in place 

of line breaks and indents, 
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‘The table is covered with a table cloth which itself is 


protected by a plastic table cloth, Drapes and double drapes 
are at the windows. We have carpets, slipcovers, coasters, 
wainscoting, lampshades. Each trinket sits on a doily, each 
flower in its pot, and each pot in its saucer. 


Everything is protected and surrounded, Even in the 


each cluster is encircled with wire netting, each path 


jones, 


illined by bricks, mosaics, or flag: 
This could be analyzed as an anxious sequestration, as 
an obsessional symbolism: the obsession of the cottage owner 


italist not only to possess, but to underline what 


yossesses two or three times. There, as other places, the 


he 


conscious speaks in the redundancy of signs, in their con- 


notations and overworking. 


Jean Baudrillard, 1969 


INDENT AND LINE BREAK 


‘The table is covered with û table cloth which itself is protected 


by a plastic table cloth, Drapes and double drape 


ж. We have carpets, slipcovers, coas 


ach trinket sits on a doily, each flower in its 


cach pot їп its saucer 


Everything is protected and surrounded, Even in the garden, 


1 cluster is encircled with wire netting, each path is out 


ones. 


пей ру bricks, mosaics, or fla 
This could be analyzed as am anxious sequestration, as an 


obsessional symbolism: the obsession of the cottage owner 


and small capitalist not only 10 possess, but to underline 
what he possesses two or three times, There, as other places, 


jous speaks in the redundancy of signs, in their 


the uncon: 


connotation 


nd overworking. 


п Baudrillard, 1969 


OUTDENT, OR HANGING INDENTATION 


in 


жыт 
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‘The table is covered with a table cloth which itself is protected 
by a plastic table cloth, Drapes and double drapes are at the 
windows, We have carpets, slipcovers, coasters, wainscoting, 
lampshades. Fach trinket sits on a doily, each flower in its pot, 
and each pot in its saucer. 
Everything is protected and surrounded. Even in the garden, 
each cluster is encircled with wire netting, each path is out- 
lined by bricks, mosaics, or flagstones. 

This could be analyzed as an anxious sequestration, as an ob- 


sessional symbolism: the obsession of the cottage owner and 


small capitalist not only to possess, but to underline what he 


possesses two or three times, ‘There, as other places, the 
unconscious speaks in the redundancy of signs, in their con- 
notations and overworking. 


— Jean Baudrillard, 1969 


LINE BREAK ONLY, WITHOUT INDENT 


The table is covered with a table cloth which itself is protected 
by a plastic table cloth. Drapes and double drapes are at the 
windows. We have carpets, slipcovers, coasters, wainscoting, 
lampshades, Each trinket sits on a ойу, each flower in its pot, 


and each pot in its saucer. 


Everything is protected and surrounded. Even in the garden, 
cach cluster is encircled with wire netting, each path is out- 


lined by bricks, mosaics, or flagstones. 


This could be analyzed as an anxious sequestration, as an 
obsessional symbolism: the obsession of the cottage owner 
and small capitalist not only to possess, but to underline what 
he possesses two or three times. There, as other places, the 
unconscious speaks in the redundancy of signs, in their con- 
notations and overworking. 


— Jean Baudrillard, 1969 


LINE BREAK AND 1/2 LINE SPACE 


PARAGRAPHS 


"The table is covered with a table cloth which itself is protected 
by a plastic table cloth. Drapes and double drapes are at the 
windows. We have carpets, slipcovers, coasters, wainscoting, 
lampshades, Each trinket sits on a doily, each flower in its pot, 
and each pol Everything is protected and sur- 
rounded. Even in the garden, cach cluster is encircled with 
ing, each path is outlined by bricks, mosai 
Aagstones. This could be analyzed as an anxious sequestra- 
lion, а an obsessional symbolisin: the obsession of the cottage 
owner and small capitalist not only to possess, but to underline 
what he possesses two or three times. There, as other places, 
the unconscious speaks in the redundancy of signs, in their 


connotations and overwork 


— Jean Baudrillard, 1969 


EXTRA SPACE INSIDE LINE, WITHOUT LINE BREAK 


‘The table is covered with a table cloth which itself is protected 
by a plastic table cloth. Drapes and double drapes are at the 
windows. We have carpet 
lampshades. Fach trinket sits on a doily, each flower in its pot, 
and each pot in its saucer, l Everything is protected and sur- 
rounded. Even in the garden, each cluster is encircled with 
wire netting, each path is outlined by bricks, mosaics, or 
flagstones. ll This could be analyzed as an anxious sequestr 

: the obsession of the cot- 


slipcovers, coasters, wainscoting, 


tion, as an obsessional symbolism: 
tage owner and small capitalist not only lo possess, but to 
underline what he possesses two or three times, There, as 
other places, the unconscious speaks in the redundancy of 


signs, in their connotations and overworking. 


— Jean Baudrillard, 1969 


SYMBOL; NO INDENT OR LINE ВАРАК 


The first word of the first line is the critical word of that particular body of text. 


Let it start flush, atleast. W. A. Dwiggins 


WORD EXERCISE 


You can express the meaning of a word 


ог ап idea through the spacing, sizing, 


and placement of letters on the page. 
Designers often think this way when 
creating logotypes, posters, or editorial 


headlines. In this project, phy: 
processes such as disruption, expansion, 
and migration are expressed through 
rangement of letters. 


the spacing anda 
The round Os in Futura make it a fun 
typeface to use for this project. 


Examples of student work from 
Maryland Institute College of Art 


dis‘uption 


JOHNSCHEN KUDOS 
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sition transiti 


NSCHEN KUDOS 


с o m pression 


JOHNSCHEN KUDOS 
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HEATHER WILLIAMS HEATHER WILLIAMS 


TEXT EXERCISE 


Use modes of alignment (flush left, flush 
right, justified, and centered) to actively 
interpret a passage of text. The passage 
here, from Walter Ong's book Orality and 
Literacy: The Technologizing of the Word, 
explains how the invention of printing 
with movable type imposed a new spatial 
order on the written word, in contrast 
with the more organic pages of the manu- 
script ега. Each project comments on the 
conflicts between hard and soft, industrial 
and natural, planning and randomness, 
that underlie all typographic composition. 


Examples of student work from 
Maryland Institute College of Art 
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in handwriting, conttol of space 
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INSISTENT WORLD OF COLD, NON: 


tends 1a be 
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sound world 


ta а world of vimal space, 


ornamental, 


ornate, as in calligraphy: 


Randomly spaced words break free from a rigidly justified column. 


LU ZHANG 


Prior situates word 


writing ever did. 


Writing moves wo fiom the wand world o а world of ral pti, 
Ine print Тода 
swans into position 
in shis space. 
Control of positon 
5 everything in 
print, Printed reus 
look machine- 
madde, as they are, 
hurting, contol of pav tendi to be ornamenial, ora 
Typographic control 
typically impress 
тюш by its інс 
amd invisibility: he 
lines perfecaly regular, 
all justified on che 
sight she, everything 


than writing ever di of posito 


is everything in print. Printed cents look 


Je, as they are Typographie 


control typically impresses most by ies 


dines and the lines perfectly 


moves words from the sound word 
regular all justified on the right side, 


to a world of visual space, 


everything coming ош even visually, and 


bat print locks words 
without the aid of guidelines or ruled 


‘Thi isan insistent 
world of cold, 
non-human, fats, 


into position in this space 
V": ponders that aften occur in manuscripe- 


In handwriting, contol of space, 
v e "This is an insistent workl of cold. 

the aid of quienes 

co red banders thar 

ofen occur ín 

manuscripts, 


tends to be ornamental ornate, 
non-human. facis. 


as in calligraphy. 


Long, centered lines are bridges between narrow, ragged columns. 
BENJAMIN LUTZ 


Passages of flush lefi and flush right text hinge from a central axis. 
JOHNSCHEN KUDOS 
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кїлїгї than writing ever did. Writing 
moves words from the sound work! to a 
world of visual space, but print locks 
swords into postion in this pace, Control 
оё postion is everything in pein, ind 
reat look michine-made, as they are, I 
handling, contral of space tends co be 
ornamental, ornate, as im calligraphy 
Typographic control typically impresses 
точ by is tilîness and invisibility: the 
lines perfectly regular, ай justified on the 
ghi side, everthing coming our even 
visually, and without the akl of guidelines 
or ruled borders that often occur in man- 
scripts, This i an insistent world of old, 
non-human, facts. 
Prine situates words in space more 


The beginning of the paragraph is moved to the end. 
DANIEL ARBELLO 


Prine situates words in space 
more relentlenly than waiting 
ever did. 
Whiting moves wordi 
Fam the шиш world 
to a weld of 


peim 
machine-made, as they 
In unduriting, contro of 
урке tem o br ortamencah 
ornate, as in algal 
Typographic control typically 
impresses most by 
and invisibility: 
perfectly regular, all jus 


ос ruled. borders that 


"This is an insistent world of. 
cold, non-human, xis 


Elements break away from a justified column. 
EFRAT LEVUSH 


TEXT EXERCISE 


Prine ез words in space more relentlessly than writing ever 
yp moves words from the saund world 10 a world of 


wal space, but print locks wards into position in this space 


Control of position is everything in print 


Printa texts ook machine-mode, as they are. In handwriting, 
control of sace tends to be ornamental, nate, as in calligraphy- 
Typographic comral typically inprowes most by its idiness and 
а ау: the lines perfectly regula, all justified on the right 
side, eve gout even visually: and without the aid 
of guidelines or ruled borders that aften occur in manuscripts. 


THIS 15 AN INSISTENT WORLD OF COLD, NONHUMAN, FACTS 


A single line slides out of a jus 
KAPILA CHASE 


Prine situates sound world ıo 

words in space a work of visual 
spase, but print 
Jocks words into 
position in this 
space, 


Control of С 
position is as they are. In 
handwriting 
contol of space 
tends ro be 
‘ornamental, by its tidiness 
teas in and invisibly: 
the lines perfectly 
‘Typographic 
control typically 
impresses mest 
that often occur. 
orang out even in manuseripos 
visually and This is an 
without the aid insistent world 
of guidelines or of cold, non- 
ruled borders human, fac. 


Text is forced into а grid of ragged squares. 
KIM BENDER 
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Second Skin 


NANCY DALVA DISSECTS 
GEOFFREY BEENE 


| 


DANCE INK: SECOND SKIN 


Magazine, 1996 
Designer: Abbott Miller 


È 

Ў 

i 

D 

i 

& Photographer: Jack Deutsch 

f Publisher: Patsy Tarr 

M Like a diagram from an 
anatomy book, the typography 

maps the body seen through 

the skin of the page. 
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— prada.com 


PRADA PROTOTYPE 
Concept for Web site. 
Design: 2x4, New York 


HISTORIA NATURALIS 
Book, 1472; printed by 
Nicolas Jenson, Venice 
Collection of the Walters Art 
Museum, Baltimore 

During the first century of 
printing, the French-born 
printer Nicolas Jenson 
established a printing business 
in Venice, a thriving commercial 
center. This book features an 
elegant, unbroken text block set 
in one of the first roman 
typefaces. The page has no line 
breaks or indents. 
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GRID 


A GRID BREAKS SPACE OR TIME INTO REGULAR UNITS. A grid can be 
simple or complex, specific or generic, tightly defined or loosely interpreted. 
‘Typographic grids are all about control. They establish a system for 
arranging content within the space of page, screen, or built environment, 
Designed in response to the internal pressures of content (text, image, data) 
and the outer edge or frame (page, screen, window), an effective grid is not 
a rigid formula but a flexible and resilient structure, a skeleton that moves 
in concert with the muscular mass of information. 

Grids belong to the technological framework of typography, from 
the concrete modularity of letterpress to the ubiquitous rulers, guides, and 
coordinate systems of graphics applications. Although software generates 
illusions of smooth curves and continuous tones, every digital image or 
mark is constructed—ultimately—from a grid of neatly bounded blocks. The 
ubiquitous language of the cur (graphical user interface) creates a gridded 
space in which windows overlay windows in a haphazard way. 

In addition to their place in the background of design production, 
grids have become explicit theoretical tools. Avant-garde designers in the 
1910s and 1920s exposed the mechanical grid of letterpress, bringing it to 
the polemical surface of the page. In Switzerland after World War 11, graphic 
designers built a total design methodology around the typographic grid, 
hoping to construct with ita new and rational social order. 

The grid has evolved across centuries of typographic development. 
For graphic designers, grids are carefully honed intellectual devices, infused 
with ideology and ambition, and they are the inescapable mesh that filters, 
at some level of resolution, nearly every system of writing and reproduction. 
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GRID AS FRAME 


Alphabetic writing, like most writing systems, is organized into columns 


acters. Whereas handwriting flows into connected lines, 


and rows of char 


the mechanics of metal type impose a stricter order. Each letter occupies its 
own block, and the letters congregate in orderly rectangles. Stored in 
gridded cases, the characters become an archive of elements, a matrix of 
existing forms from which each page is composed. 

Until the twentieth century, grids served as frames for fields of text. 
The margins of a classical book page create a pristine barrier around a flush, 
solid block of text. A page dominated by a solitary field of type remains 
today's most common book format, although that perfect rectangle is now 


broken with indents and line breaks, and the margins are peppered with 


page numbers and running heads (text indicating the book or chapter title). 


In addition to the classical norm of the single-column page, various 
xisted during the fir: 


s Bible to more elaborate layouts derived 


centuries of printing, from the 


alternative layouts е 
column grid of Gutenberg 
from the medieval scribal tradition, where pa 
surrounded by scholarly commentary, Polyglot (multilingual) books display 


twi 


ges of scripture are 


а text in several languages simultaneously, demanding complex divisions 


of the surface. 


Such formats permit multiple streams of text to coexist while 
defending the sovereignty of the page-as-frame. The philosopher Jacques 
Derrida has described the frame in Western art as a form that seems to be 
separate from the work yet is necessary for marking its difference from 
everyday life. A frame or pedestal elevates the work, removing it from the 
realm of the ordinary. The work thus depends on the frame for its status 


and visibility. 
"Typography 
melt away as it yields itself to content. Designers focus much of their energy 


is, by and large, an art of framing, a form designed to 


on margins, edges, and empty spaces, elements that oscillate between 


present and absent, visible and invisible. With print's ascent, margins 
became the user interface of the book, providing space for page numbers, 


running heads, commentary, notes, and ornaments. 


The frame... disappears, buries itself, effaces itself, melts away at the moment it deploys its 
greatest energy. The frame is in no way a background...but neither is its thickness as margin 
a figure. Or at least it is a figure that comes away of its own accord. Jacques Р 
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‘Tee. * Er vidit Devs lucem quid EE 
s divifitlucem à tenebris. * Appellauit lucem 
diem; tenebras noté. Factum; el velpere 
4 & manc dies vnus. * Dixit quoque Deus, Fiat 
firmamenti in medio aquarori; & diuidit ae 
з quasabaquis, * Et fecit Deus firmamentum, 
E RAD te 
his quz erant faper firmamenti Etfdtomelt 
vita. * Vocauitd; Deus firmamentû,czlum! & 
fadtum eft vefpere, & mane dies fecundus, 
+ "Dixit verb Deus, Congregentur aquzque 
fabeglo font, in locum vnum:& appircarais 
o da Etfattum clLita. * Er vocauit Решай, 
terram:congregationefi;aquarumappelluit 
\ maria, Et vidi Deus quod effet bonum, “Ef 
B ait, Germinet terra herbá virentem & facien= 
tem femen; & lignum pomifet facien Кдй 
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|» vidit Deus quód effet bonum.  Etfadvmdl 
e velpere & mane dies tertius, *DixitautéDeis, 
Fiant luminaria in firmamento cali; & dine 
3 & fint in figna & tf 
Ve luce in man ai 
\‹ &illuminentterri Et fatu ck ita. "Fey 
Deusduo luminaria magna: luminare mal, 
veprzeilccdicit& luminare mimus vt pret 
\ под: & Даз, * Ec pofuiccas Deus in fi 
а ^t lucerét fupcr terri: "Et present 
аспой;&с diuiderent lucemac tenebran, 
» Etvidit Deus quèd effet ооб, Er Башт, 
ә vefpere, & mane dies quartus. "існа 
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BIBLIA POLYGLOTTA 


Book pages, 1568 
Printed by Christopher 
Plantin, Antwerp. 

Plantin’s polyglot Bible is 
zoned for five different 
translations (Hebrew, Greek, 
Aramaic, Syriac, and Latin) 
Each zone is uniquely 
proportioned to accommodate 
the verbal and typographic 
texture of a particular script 
The page is a dense rectangle 
cut into parts, The pieces— 
though highly individuali: 
fit together into a unified 
whole, Reproduced from 
William Dana Orcutt, In 
Quest of the Perfect Book 
(New York: Little, Brown and 
Co., 1926). 
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1. La сйшше de Pompfe. 11. On me couvient pas für fes тири. LIL. Сте 
TUI CORE RT 


A fameufe * colonne de Pompée eft auprès d'Alexandtie : on ne fair. 

‚pour quelle raifon elle porte le nom de Pompée ; je croirois volontiers 
que Celt par quelque erreur populaire. Pluficurs volageurs en ont parlé, tous 
conviennent qu'elle eft d'une grandeur énorme. Deux des plus modernes 
en ont donné le deifein & les mefiies ; mais ils different confiderablement 
encre cux fur la hauteur du piedeftal, de la colonne du chapiteau : cepen- 
dant tous deux difent qu'ils l'ont mefurée, 
» Pour ce qui eft de la colonne, dir l'un , ( сей Corneille Brun p. 241.) 
э, elle eit für un piedellal quarré, haut de fepe ou huit pieds & large de qua- 
p torze à chacure de fes faces. Ce piedellal eft po( fur une bafe quarrée „ 
‘haute d'environ un demi pied , & [же де ору fl de pliers pees 
5 magonnées enfemble. Le corps de la colonne méme n'eft que d'une feule 
5, pierre, que quelques-uns croient Gere de granit ; d'autres difenz que сећ 
Jane efpece de pite ou de ciment, qui avec le rems a ps la forme de pierre. 
5, Pour moi je eroi que ceft une vraie pierre de maillc, du moins autant que 
ox jai ри le reconnoie par l'épreuve que jen ai faite, Ec fi cela elt v 
эше рее prelaue n'en doute, ily айс de s 
» ра dreller une pierre de cette grandeur : car aprés l'avoir melürde 
5 vé quelle a quatre-vingt-dix pieds de haut , & que fa grofeuc eft telle, que. 
2 ix Hommes peuvent à peine lembraffer; ce qui revient, felon la mefüre 
s que jen ai рге, à trente-huit pieds. Au haue il y a un beau chapiteau pro~ 
э portionné 4 la groffeur de la colonne, mais fait d'une piece feparée. 

Lucre, qui elt M. Paul Lucas, en parle en cene maniere: n Un de mes 

„ premiers foins fue d'aller examiner la colonne de Pompée, qui eft prés d'A- 
5 lexandrie da cóté du couchant, & je croi qu'il fecoic difficile de rien ajo 
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SUPPLEMENT AU LIVRE 
DE V'ANTIQUITÉ (LEFT) 
Book. Paris, 1724 
The two-column grid devised 
for this bilingual book provides 
а large, single-column block 

Jor the French text, with two. 
columns below for the Latin, 
The quotation marks serve as a 

frame along the left edge of the 
quoted passage. 


THE ILLUSTRATED LONDON 
NEWS (RIGHT) 

Newspaper page, 1861 

Early newspaper advertisements 
were designed by the paper's 
printer, nol supplied by the 
client or an advertising agency. 
This dense field of entries 
occupies a four-column grid, 
with ruled lines to create order, 


THE ILLUSTRATED LONDON NEWS 
"Тыт. 
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BEEEEEI II cd 1 
+ Jo t'aime + — X 29 caresses + la lune et les  iisseaux 
chantent sous les arbres... paradis de mes bras Viens lens 
chance  — X + — 300 par mois + Ы 
vanitéeeeceseccecesee bagu? rubis 8000 + VES AME 
| WO Б diee LETTRE D'UNE JOLIE FEMME 
Demain chez moi À UN MONSIEUR PASSEISTE " 
ТД Suis sérieuse Trois Poem, 1912 
baisers futuristes Author: F, T. Marinetti 


| In this Futurist poem, 


in Marinetti attacked the | 
MI : conventions of poetry and the 
M р i restrictions imposed by the 
n s mechanical grid of letterpress 
"| 2 MA / | The rectilinear pressures of 
| | TINEEN оаа | 
| 8 in the composed work 
|| Е MERZ-MATINÉEN 
| $ Poster, 1923 
\\ м Designer: El Lissitzky t 
! (е URT SCHWITTERS 8 The Russian Constructivist 
| 85 { e iQ; — EE HAUSMANN = rad demo E 
| z2 REVO. А 5 extensively in Europe in the 
ү! sra LLL As C eM " 19205, where he collaborated 
| HN ANNA BLUME i mpg RaYNBOWS E шы | 
it EEF; Fi << FE EP ‘> 8 including the Dadaist Kurt 
|! ша l. | Б. Schwitters. This precisely 
| ЗЫ Е ale ТЕ TET NE: E assembled poster for a Dada i 
| ТИИ H SO 
|! | zm event is organized and activated 
| ofa] "TP i. by the rectilinear grid of 
| == IST UNSERER ZEIT. at letterpress, 
| = е benchi zi 
1 = | 
\ 
Ii " FORTOLIET 
Postcard, 19 
II! Designer: Piet Zwart 
Collection of Elaine i 
|| Е Lustig Cohen 
The Dutch graphic designer 
MATERIAAL VOOR Piet Zwart was influenced by 
VLOEREN - PUIEN the De Stijl movement as well j 
as Constructivism. In the visual 
SCHOORSTEENMANTELS identity he created for Fortli, 
a flooring company, Zwart 
| ORTOLIE M e олы 
typographic rules ' 
N.V. EERSTE NEDERLANDSCHE FORTOLIETFABRIEK 
FABRIEK ск KANTOOR: LEIDSCHEWEG 40 UTRECHT 1347 
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DIVIDING SPACE 


In the nineteenth century, the multi-columned, multimedia pages of news- 
papers and magazines challenged the supremacy of the book and its insular 
edge, making way for new typogologies of the grid. By questioning the 
protective function of the frame, modern artists and designers unleashed the 
grid as a flexible, critical, and systematic tool. Avant-garde artists and poets 
attacked the barriers between art and everyday life, creating new objects and 
practices that merged with urban experi 

The assault against print's traditional syntax was led by F. T. 
Marinetti, who established the Futurist movement in 1909. Marinetti 
devised poems that combined different styles and sizes of type and allowed 
lines of text to span multiple rows. Marinetti’s ingenius manipulations 
of the printing process work against—but inside—the constraints of 
letterpress, exposing the technological grid even while trying to overturn it. 
Dada artists and poets performed similar typographic experiments, using 
letterpress printing as well as collage, montage, and various forms of photo- 
mechanical reproduction. 

Constructivism, which originated in the Soviet Union at the end of 
the 19108, built on Futurist and Dada typography, bringing a more rational 


approach to the attack on typographic tradition. El Lissitzky employed the 
elements of the print shop to emphasize the mechanics of letterpress, using 
printer's rules to make the technological matrix actively and physically 
present. Constructivism used rules to divide space, throwing its symmetry 
into a new kind of balance. The page was no longer a fixed, hierarchical 
window through which content might be viewed, but an expanse that could 


be mapped and articulated, a space extending beyond the edge. 

For Dutch artists and designers;the grid was a gateway to the 
infinite. The paintings of Piet Mondrian, their abstract surfaces crossed by 
vertical and horizontal lines, suggest the expansion of the grid beyond the 
limits of the canvas. Theo van Doesburg, Piet Zwart, and other members of 
the Dutch De Stijl group applied this idea to design and typography. 
Converting the curves and angles of the alphabet into perpindicular systems, 
they forced the letter through the mesh of the grid. Like the Constructivists, 
they used vertical and horizontal bars to structure the surface of the page. 


‘Typography is mostly an act of dividing a limited surface, Willi Baumeister, 1923 
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DAS BAUHAUS IN DESSAU 
Letterhead, 1 
Designer: Herbert Bayer 
Collection of Elaine Lustig 
Cohen 

Herbert Bayer’s leterheads for 
the Bauhaus are manifestos for 
а new typographic order, Rather 


1 provide a decorative frame 
or a centered title, Bayer treated 
a surface to be 
short hatches, 


the entire pag 
divided. Poin 


it 
| and lines of type indicate axes 
Jor folding the sheet and 
[| positioning text. This letterhead 


also promotes Bayer's idea that 
all letters should be lowercase 
a point expounded in small 


print across the bottom, 


The new typography not only contests the classical “framework” 
but also the whole principle of symmetry. Paul Renner, 1931 
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Jan Tschichold's book The New Typography, published in Germany 
in 1928, took ideas from Futurism, Constructivism, and De Stijl and 
conveyed them as practical advice for commercial printers and designers, 


Functionally zoned letterheads using standard paper sizes were central to 
Tschichold's practical application of modernism. Whereas Futurism and 
Dada had aggressively attacked convention, Tschichold advocated design as 
a means of discipline and order, and he began to theorize the grid as а 
modular system based on standard measures. 

By describing the expansion of space in all directions, the modern 
grid slipped past the classical frame of the page. Similarly, modern 
architecture had displaced the centered facades of classical building with 
broken planes, modular elements 


and continuous ribbons of windows. ll 


THE NEW TYPOGRAPHY Techichold’s diagram of good and bad magazine design 
Diagram, 1928 advocates staggering images in relation to content instead of 
(redrawn) forcing text to wrap around blocks moored at the center of 
Designer and author: the page. Explaining this experiment, Tichichold wrote that 


Jan Tschichold his redesi ven more effective if the photo- 
graphic halftones (called “blocks") were produced in fixed 
rather than arbitrary sizes. 


1ed pages would b 


I have intentionally shown blocks of different and “accidental” widths, | 
since this is what usually has to be contended with (although in the 

future, with standard block-sizes, it will happen less often). 

Jan Tschichold, 1928 
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ZAHN-NOPPER 
Store identity, 1961-63 
r: Jochen Stankowski 
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Classics of Swiss design 
theory include Josef Müller 
Brockmann, Grid Systems in 
Graphic Design (Switzerland: 
Ram Publications, 1996 

first published in 1961) and 
The Graphic Artist and his 
Design Problems (Switzerland, 
Arthur Niggli Lid., 1961); 
and Karl Gerstner, Designing 
Programmes (Switzerland 
Arthur Niggli, 1964). See alse 
Emil Ruder, Typography (Ney 
York: Hastings House, 1981 


first published in 1967) 


GRID AS PROGRAM 


During the post-World War II period, graphic designers in Switzerland 
honed ideas from the New Typography into a total design methodolog 

It was at this time that the term “grid” (raster) became commonly applied 

to page layout. Max Bill, Karl Gerstner, Josef Müller-Brockmann, Emil 
Ruder, and others were practitioners and theorists of a new rationalism 

that aimed to catalyze an honest and democratic society, Rejecting the 
artistic clichés of self expression and raw intuition, they aspired to what 
Ruder called “a cool and fascinating beauty.” 

Karl Gerstner’s book Designing Programmes (1964) is a manifesto 
for systems-oriented design. Gerstner defined a design “programme” 
as а set of rules for constructing a range of visual solutions. Connecting his 
methodology with the new field of computer programming, Gerstner 
presented examples of computer-generated patterns that were made by 
mathematically describing visual elements and combining them according 
to simple rules. 

Expanding on the pioneering ideas of Bayer, Tschichold, Renner, 
and other designers of the avant garde, the Swiss rationalists rejected the 
centuries-old model of the page-as-frame in favor of a continuous 
architectural space. Whereas a traditional book would have placed captions, 
commentary, and folios within a protective margin, the rationalist grid cut 
the page into multiple columns, each bearing equal weight within the 
whole, suggesting an indefinite progression outward. Pictures were cropped 
to fit the modules of the grid, yielding shapes of unusual proportion. 
Constructing ever more elaborate grids, the Swiss designers used the 
confines of a repeated structure to generate variation and surprise. Such 
grids could be activated in numerous ways within a single publication, 
always referring back to the root structure. 

This approach, which quickly became known as “Swiss design,” 
found adherents (and detractors) around the world. Many American 
designers dismissed Swiss rationalism as irrelevant to a society driven by 
pop culture and hungry for rapidly transforming styles, Programmatic 
thinking is now being revived, however, as designers today confront large- 
scale information projects. The need is greater than ever for flexible 
“programs” accommodating dynamic bodies of content. 


The typographic grid is a proportional regulator for composition, tables, pictures, etc.... 
The difficulty is: to find the balance, the maximum of conformity to a rule with the maximum 
of freedom. Or: the maximum of constants with the greatest possible variability. 


Karl Gerstner, 1961 
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DIE NEUE ARCHITEKTUR/ Designed by Max Bill in 1940, this book is 
THE NEW ARCHITECTURE considered the first use of a systematic, modular 
Book, 1940 grid. Each image is sized to fit the column 
Designer: Max Bill siructure—as Jan Tschichold had predicted in 
Author: Max Roth 1928—filling one, two, or three zones. 


Photograph: Dan Meyers Acknowledging the originality of its layout, 
the author credits Bill as “the creator of the 
typographical structure of the hook.” 


Der New-York-Times 
einer komplexen Aufgat 
‘Test und die typograplische Darstellung über moh- 
ere Phasen hinweg integriert wordon. Darüber hin- 
тоз kann sich die Aufgabe stellon, Prospokte wle 

in wiederum mitandern Warbenvtisln und Druck- 
Sachen zu Integrieren. Dann heute brauchen Firmen 
mehr und mehr nicht bloss hier einen Prospekt, da 
tin Plakat, dort Inserato usw. Heute braucht aine 
Firma etwas anderes: Eine Physlognomie, ein opti- 
sches Gesicht. 


Grip 


Die Beispiele dieser Seiton geben dio Physlognon 

der bora а musique, eines Granmophongeach 

Jn Basel, wieder. Die boite à musique hat ain i 

Und einen firmonolgenon Stil- und doch wie 

Wenn man unter dem einen ein starr, nachlrig 

Uberall dazugesetztes Zeichen und unter dem, 

fin bloss bathotiachos Prinzip versteht, Чот 

In einmal dofinitiv lestgelegten, abor [eil di 

Funktionen und Propertionen 
Biden dee Sinum un 


Abbildung 13 zeigt dio Struktur, Fler and dip El 
monte Schrift und Rahmen; fernor die Verbindu 
чоп beiden und г Уайз der 
mon kann, nusgehend von dor Ech Di 
mach oben sowle nach inks bolloblg um ganze Ej 
heiton vergróssert worden, Einen In sich propor 
harvorragenden Fall gibt os nicht. Es gibt nur 

gleiche Vorlanten und hı 

Bann, wenn sie dorjewelligen Aula: 
gemessen ist, 


Abbildung 14 zeigt dio Neujahrakarte mit фили! 
erschloden proportioniorton Varlanten; 18 den B 
ороп, wo dau Signum dem (gegebenen) Din Af 
Format angepasst lat; 16 und 17 Ingerate, wider 
sprechend dom zur Verfügung stohenden | 
taum bemessen; 18 ein Gaschonkbon. 
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PROGRAMME ENTWERFEN 
(DESIGNING PROGRAMS) 
Book, 1964 


gner and author: 


Karl Gerstner 
Publisher: Arthur Niggli 
Photograph: Dan Meyers 
Karl Gerstner’s book Designing 
Programs is a design th 
classic whose relevance has been 
f networked 
erstner's 


согу 


renewed in the 


media. Shou rei 
identity for Boite à M 
(Music Box), in which a system 
of elements changes in response 


to its context, 


GRID AS TABLE 


Tables and graphs are a variant of the typographic grid. A table consists of 
vertical columns and horizontal rows, each cell occupied by data. A graph is 
a line mapped along the x and y axes of a grid, each dimension representing 
a variable (such as time and stock value, shown below). As explained by 
Edward Тийе, the leading critic and theorist of information design, tables 
and graphs allow relationships among numbers to be perceived and rapidly 
compared by the eye. In tables and graphs, the grid is a cognitive tool. 

Tables are a central aspect of Web design.The table feature was 
incorporated into нтм1. code in 1995 so that Web authors could present 
tabular data. Graphic designers, eager to give shape to the Web's wide and 
flacid text bodies, quickly devised unauthorized uses for the нтмт. table, 
transforming this tool for representing data into nothing more nor less than 
a typographic grid. Designers have used the table feature to control the 
placement of images and captions and to build margins, gutters, and 
multicolumn screens. Designers also use tables to combine multiple styles 
of alignment—such as flush left and flush right—within a document, and 
to construct elegantly numbered and bulleted lists. 


PUBLIC INFORMATION 


INSIDE ENRON 
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COLLAPSE OF ENRON (BELOW) 
Interactive information 
graphic, 2002 
NYTimes.com; courtesy of 
The New York Times 

This on-line data graphic links 
a timeline of events leading to 
the financial collapse of the 
Enron Corporation with a 
graph of the company's stock 
price. As the user's cursor 


passes over each red circled 
number, text appears describing 
ап event that occurred al that 
time, For example, in October 
the company’s CEO froze his 
employees’ 401(k) retirement 
funds as the company's stock 
was plummeting. 


$80 a 


= Dally closing price Oct. 17 


of Enron Stock 


Enron reduces the assets on its balance sheet by $1.01 billion to 
correct ап accounting error involving the Raptor partnerships. 


The company freezes the assets in its 401(k) retirement plan to 
allow for administrative changes. 


Sources: Bloomberg Financial Markets The New York Times 
JAN. 2001[ РЕВ. [MARCH | APRIL | may | JUNE | JULY [ AUG. | ЗЕРТ. | ост. | Nov. 
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On the aesthetics and ethics By creating cells that span multiple columns and rows, designers 
ay де = build layout structures that bear little relation to the logically ordered fields 
ward Tufte, Envisionin 5 А ES 
Information (Cheshire, Com; Of a data chart. A master table typically establishes areas for navigation, 
Graphics Press, 1990) content, and site identity, and each region contains a smaller table—or 
tables—inside itself. Grids propagate inside of grids, 
HTML purists reject such workarounds as spurious, even unethical, 
On designing accessible Web — design tactics. Visually driven, illogical layout tables can cause problems for 
бс РаШе lad and ohit impaired users, who implement various devices to tra БЕ ШЕ] 
Sarah Horton, Web St sight-impaired users, who implement various devices to translate digita 
Guide: Basic Design Principles pages into sound, cell by cell, row by row, Assistive screen readers 
for Creating Web Sites (Ne " mU ч "PM 
ven: Yale Universit Pues, “linearize” digital text into a stream of spoken words. Accessibility experts 
2001). See also the site encourage Web designers to “think in linear terms” wherever possible, and 
www.webstyleguide.com A F 
to make sure their tables make sense when read in a continuous sequence. 
Accessible Web sites also consider the needs of users working with older 
software or text-only browsers. Linear thinking helps not only non-sighted 
audiences but also the users of cell phones, hand-held digital appliances, 
and other devices where spac 


ight and text is dominant. 
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MICAEDU 
Web site, 2004 

Designers: Carton Donofrio 
Partners 

Publisher: Maryland Institute 
College of Art 

HTML tables, with their borders. 
gently expressed, are ап element 
of this neatly gridded Web page. 


‘one of five paintings from senior 
thesis 


BEYOND HTML 


нтмт, the technology that allowed the Internet to become a global mass 
medium, is the virtual counterpart to letterpress, which mechanized the 
production of the book and cleared the ground for a world culture of print. 
Like letterpress, HTM is a text-hungry medium that can be coaxed, with 
mentally driven by text, from 


some resistance, to display images. It is fund: 


its open, readable source code to the type of content it is designed to display. 


with other languages on the Web, just as alternative 
s. Lithography, invented for the 


HTML соехі 


red alongside letterpre 


technologies appe 
manufacture of images in the eighteenth century, quickly became an 

ing medium that incorporated words as well as pictures, just as 
letterpress made space in its mechanical grid for woodcuts, engravings, and 
photographic halftone blocks. In the twentieth century, lithography replaced 
sed with digital or 


advert 


letterpress as the world’s dominant printing method; 


photographic typesetting, it conveys text and pictures with equal comfort. 


Lithography is not governed by grids as relentlessly as letterpr 


neither is Macromedia Flash, the animation software that became a 


common Web-design tool. Flash was originally designed for the creation of 
vector-based cartoons. Although its primary purpose was pictorial, it is now 
used to construct the interface and content, both graphic and textual, of 
entire Web sites. 

Although Flash scripting manipulates objects in a field of x and y 
technology often appear less tightly 
of итм:. The Flash sites that 


coordinates, the sites created with this 
controlled by grids than the tabulated page: 
became, in the late 19905, icons of a new Web aesthetic are more cinematic 


than typographic, and often feature a painterly mix of word and image. 


FEED THE LITTLE CHOPPER. 
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ransparent gil 


Hand-coding HTML is as 
slow and deliberate as setting 
metal type. Emply table cells 
are used to out areas of open 
space, but HTML makes 
these collapse if the cells are 
truly empty, causing the grid 
to implode. The transparent 
images that often fill these 
spaces are virtual equivalents 
to the blank spacing material 
of metal type 


mur CHOPPING BLOCK 
Web page (detail) 

Designers: Thomas Romer, 
Jason Hillyer, Charles 
Michelet, Robert Reed, 

and Matthew Richmond, 

The Chopping Block 

This Web site reprises the design 
of early twenticth-century fruit- 
crate labels, which were 
produced as lithographic prints 
that merge text and image. 

The Web page is animated, 
loading elements over time. 


сшр 


WWW.SANDRERG.NL 
Web site, 2003 

Designer: Luna Maurer 
Publisher: Sandberg Institute 
The grid is a navigation device 
that warps and changes as the 
user rolls over it. The vertical 
axis represents departments in 


the school, and the h 


information. As the user passes 
over th grid, cells fill with light 


and appear to lift away from 


the sereen, indicating the 
‘availability of information at 


that intersection, 


WILLIAM GIBSON's 1984 NOVEL Neuromancer envisions cyberspace as a 
vast ethereal grid. Gibson's data cowboy leaves behind the *meat" of his 
body and drifts off into a “transparent 3p chessboard extending to infinity." 
The image of this grid is projected on an internal surface of the mind, 
bound by no screen or window. 

The grid as infinite space—defying edges and dominated by mind 
rather than body—is a powerful instrument within modernist theory, where 
itis a form both rational and sublime. In the early twentieth century, avant- 
garde designers exposed the grid in order to dramatize the mechanical 
conditions of print. After World War 11, Swiss designers built a total design 
methodology around the grid, infusing it with ideological intention, The grid 
was their key to a universal language. With the postmodern turn toward 
historical, vernacular, and popular sources in the 1970s and 1980s, many 
designers rejected the rationalist grid as a quaint artifact of Switzerland's 


own orderly society. 

The rise of the Internet has rekindled interest in universal design 
thinking. The Web was invented in the early 1990s (in Switzerland) to let 
scientists and researchers share documents created with different software 
applications. Its inventor, Tim Berners-Lee, never gues: ed it would become a 
design-driven medium connecting vast numbers of differently abled and 
divergently motivated people around the globe. 

Universal design systems can no longer be di 
irrelevant musings of a small, localized design community. A second 
modernism has emerged, reinvigorating the utopian search for universal 
forms that marked the birth of design as a discourse and a discipline nearly 
a century earlier. Against the opacity and singularity of unique visual 
expressions—grounded in regional preferences and private obsessions— 
ideas of commonality, transparency, and openness are being reborn as 
information seeks to shed its physical body. 


sed as the 


n 


To produce designs that are objectively informative is primarily 
a socio-cultural task. Josef Müller-Brockmann, 1961 
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On the invention of the 

Web, sce Tim Berners-Lee, 
Weaving the Web (New York 
HarperCollins, 1999). For а 
contemporary account of 
universal design thinking, 
see William Lidwell, Kritina 
Holden, and Jill Butler, 
Universal Principles of Design 
(Gloucester, Mass.: Rockport 
Publishers, 2003), See also 
William Gibson, Neuromancer 
(New York: Ace Books, 1984). 
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Weve ust uploaded a few. 
demos о! Vector Video Sute 2, 
‘which re-comples video in 
halftone format, again using 
custom vector assets 
However, tne halftone format 
scales the vector assets to 
creste pools of light and dark. 

‹ for more into. 


муе developed a 
sute of software that re- 
compiles video, using sny vector 

ssets fed ito the 
system. Vector Video Sute 1 
has the abilty to associate a 
scope of vector assets to 
specific ranges of color, ат in 
the frst typeface exer 

for more Into, 


We ust finished a nine minute 
random generative OVE 
commissioned by Li Edeikoort, 
produced for her Upcoming 
biennial "Armour, the fortification 
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JOSHUADAVIS.COM 
Web site, 2004 


Designed by Joshua Davis 
The an 


‘old school” Swiss rationalism 


ymous coolness of 


resurfaced in Web de 
in the use of flush left, lowercase 
Helvetica and consistent grid 
systems, 


Flash guru Joshua Davis, who 
designs serene screen layouts with 
scripted animations, is a leader 
in this return to the rational roots 
of mid-century graphics, nou 
inflected with the voice of new 
media. 


ASSSNNNNNSNMLINNN 


wikwrhonde,dem Lennéschen allge, baumreiche 
Watur garten weit englschenRazenflchn, die sich mit 
Tur noch wenigen Baum- und Stravengruppen und ge- 
legten Burnezbeeten abwechsel. MIL dieser Veranda 
Fun. so der dete Direktor dos Zoos Hinrich odis, soll 
л match werden. den belebenden und erwirmenden 
Strahlen der Sonne Zutritt verschaffen. Anders ss 
жос finden sich in den Berner Zeitungen un er haul 
kor bos elite Erlebnisberichte. Vortufier Nö 
Dunit und nicht zu untersenatzender rte da pasa für 
"la ro Anerkennung dos Garten war das рашлы 
atro» ип Merbst ис. Kalser Wink, Faber Alexander # 
Von tton und Kaiser Frona-Joseph von Osterrech-n- 
Barn werden in іпат zwanzig Wagen umlassunden Zug 
bor баз Zoogeirde анамен. Dbwohl der 200 zu dier 
Ó———— 
tiga Gestaltung schon ci Zeichen dar da dle preuiche 
Hauptstadt um de Annindung ал die Kultur der удеп ci 
ronaischen Metragolen bemüht st. Ои Doviarungstahl 
Berns tig mit dor industri Gtwiehdungjenee Јан 
vem Zoo kunt neben den Stadtpark: zu- 
‘cn Erholungemert ги, dor durch ena Reihe von 
Technischen Neuerungen ремет werden kann: cine 
Dampfaschino sont für Wasserdiriutalun und vrwan- 
беп die früher im Sommar übdiriechenden Gewdeser des 
Gartens in bee Wee Hinzu kommt dia rtichterung 
von fa. und Abele, Ab алу verbindet ine Perdnbnhrini 
Berin mit dem Zoo m Jahre un folgt ie asta lk 
Trier Belouchtung. de eine Ausdehnung der Öfnungs 
clon bis in le Abendstunden ui. Kindorspieihaten 
Und site werden eingerichtet. Wo sonst hoon че s 
hervor dem Саина воена авт fischer tut re 
lc ben und fre Laren weten? helt e Im Pro- 
sve dos Jahres emf Der Zoo ertwchu ich dout- 
ол einem ntogralenBestandtilde städtischen tutu 
Andora nls n ten Statparks — etw dem Hambolithaln 
stellar der Bntrntspreis sicher бй di das Vergnügen 
Senmilernden Obdachtosenund oll vor de Toren bisi- 
боп. Zuotraunda werben um ie Gunst von Ktanate 
тт, йв heton coven, die Trbestände zu orhöhen und di 
In der Рома азлам zunehmend ls Donatoren funge- 
топ. Forschungsresen url Espeationes In vile hugjonon 
dr Erde — hüufiurtertmahgeblicher Regi der Zoodirek- 
Toren — Rien zur Entdechung bislang unbekannter Ter- 
arten. Die intensivo Kooperation von Zoo und Naturkunde 
mossum setzt ich fot, o da do Bestand des Museums 
жы nut etra 2 Mi Tere, darunter etwa кё aa Wrbeltore, 
angewschsan ist. | Der Berner Zoo wird wn den tzten 
Sarreren des Jahrhunderte zu einem roprisenta 
ven rof punit und zu nem Raum, n dem меп preui- 
f sebo tentat wenn auch nient aveb, so doch ra- 
пао Теги und ea Architektur den 
п Oster und der Savannen,verbindut 
= sien inainiger Entfernung vom ktschon una gesoat- 
i Hon Leben dor Stadt, zu elnem den Stadtbewohnemn is. 
i 
i 


dahin unbekannten Ambiente. Hoe entwickelt sich Na- 
tur zum Unterhaltunspegenstand. Diu vor Zirkussen, 
Menagerten und Marken bekannten sansationcilesTind 
Mreatrnliechen Aopen geen mit бот zcufogjschon Er- 
enntrisinterosse nine олега Symbiose ein. Ge- 
tragen wird eae Emwickung nicht zu 

0 von Okanomischen zwangen: immor wieder 


— P 
baler | Der 2c ved au onen 
der tae er Std ко sh We 
engen tne ean он НАН 
Segre eta am oheten 
materie Van Wanda dal 
oor outlet auen Küster 


aramzogen fühlen. 
одату hif ein orweltorter Ro- 

stawratlonabetrieh don Aufenthalt 

in den meist nur unzureichend 

belüfteten Gensuren sufzulockern. 

Dn Zeltyonosse beschreibt diese 

Bereicherung: Durch das nese We 

staurationslokl It de Zat dor 

großen Ронам um cin Мемет 

wera бес Baukunst vormohri wer- 

den, Wenn hier eine vortroffiche 

мїймїәрөй ein Concort аш. 

fürt, dann bildet, n Foo des п 

hanten Finiritipreises, dhe ee 

aa Wo die Mehraal der паш 

we Drauiton den sich eine lango 

ее Equipagen bls in dha Winkel des Tor 
gartens drinnen sind ade Pütze Im weiten] 
Umhreicu des muschollarmit gehauten 
Orchestern besetzt: beim Klare der in 
strummente, bum берии асре der Font 
mon sitzt man, lc erfrischend. rauchend. 
Phsadernd und. scherzend unter do 
замоли, Bacon und blickt in das ab 
wochsindo, stets regn Thoecleten hinaus. 
э es sich їп den benachbarten Grapten. 
auf Austen und Telchan und giebt | Dief 
Auswahl der Tire und dor Situationen, n 
donan sich vo Präsontatlon bewnste, or- 
ац согур und bodacht, die Kurntorunf 
entscheiden sich für besonders exotic 
wirkende, kurioso, Incherliche, пем 
Tora: Dabo gilt s stots, o Konfrontation] 
mit potentiell Abschou oder starkes Bo- 
потап ervogordam terischam Vernal-f 
ten zu verfindern. | Dia zunehmen Po-| 
йм! dar Zoosrborrellort mit dom Vor“ 
schweren von Toren aus dom Altagsto-} 
ban desstáctischon Menschen. Das Tr It 
‘ontwoder Haustier, niso Mitbewohner der] 
Wohnung, oder drastisch auf seine Nol 
stottunktlon reduziert und tristet n fab 
artigon Hallon absent dor Stato sein бкп-] 
nomiech optiniertos Dasein. Mit den гоо-] 
logischen Gärten Went їп Vordriün-| 
fungamachanismus, dur sioh später auch] 
эй Naturparks und Resorvato erstreckt 
Фо Getungenschant erscheint ungesichta] 
der aystomatizuun Zarstörung der La- 
bensr&ume als ein Schulz dor Natur und} 
dint dazu, das sinterschwully vorhan-| 
dene schlechte Gewissen zu beruhigen, 


frane нк 
mert эк 
inen Beuhachtungen herinischen Le 
Sens an do пиене дот Berausonge 
ar Tere: itt das Zebra son ara 
Senes баз, der fiel зып Bortenza. 
Ais Di Stine von Bicenewingr Vrat 
haus und Löwen бойо Hessel al 
Sankastenteba Her Z00 Wd IN SUEY 
terprtaion zur tatürchan Fortsabun 
sac азил und onem Ort, va d 
оска Тито Gelegenheit habe 
drain. F. Исти bez 
ot Eso Аш der svete т 
son wra aul д otingchochanden 
“отивам der Sudüesohnor cb de 
even ungewehrten Bauwerke Wins sale 
(des Tne ma der Narender Sonn 
tedden phantastischen Drachen- und Be 
прата In ner стает Stad 
ie Br? Die Frage wurde rer hh 
Па партои, лит von Landover 
мала йе Weg nach der Staat an der 
Troman Henne vorn. 
ahnt wel derma udu Dr, tr 
ета Mtértempel as nave Внатолема | 
ent sin sandte dem бит zul ward da 
sun so reich apostate, den zeit dam De- 
Tanten ist ena Pode Hoerrtbun ove n Bund Но 
beris de pco eventos ie musiche 
Schmuck sepe nan лев, und un gar orst dem 
Rhinoceros! | D ишине Gestaltung de lauta 
stant олшеп auch in Zusanımentung mi dr 
опала ао тооюдвстеп ачаан = 
Zusammenhänge. Dle Repräsentation телиді. 
жє ementa erlaubt Alckschinse auf da Konturen `2 
nes rudimentar antwctenKostnepat snus Ds 
rer von Bomentan aus ardoren Sturm | 
menhüngen тушет den ande von yatematlachen = 
штетно orien Uerlen Zoo, Malen Eu 
Sut ов, Tere In im ulch-attlchon Rah- 
(Tanz nen, der gine Zusanmonhärge e Eth 
тозом dor Нитайапаолилоп тийин, hat 
бог Zoologe Pp зорі ar In amem wi in 
aig erscranon Kampandum st vs тез w- 
unserm — өг тее sich anes lela 
euch ar ass Somme ebene und torner e 
urkirper subereenven  rationltort Martin dio- 
Sas Varpanen ss e rograpfésch-arclekomohn 
ahnung woo or nun wohl alike und и- 
[gelen erreiche, ав de Matir n umeren Garten 
басп Wehen, Zonen und lan Verhltzan 
Austen? |. Dar тым verlangt Wald und пег 
Buta dle rand wer aes thn din cia, 
Prairie noon aen mam ay Stal set s0 be 
vene dat zuge a Putibum demmes orhan 
Bier i eê oni or Du етеды де 
төше dar Sten auch йори Hostel 
‚der yrofien Weltausstellungen in dieser Phasa — wird} 
Jeemen sit Entchngontaben Zocretor 
Tua eck sehet гис калд im 
Sahra ак Man dena rur, won wir 


rchitektur 


FORM + 
Journal 
Designers: Cyan, Berlin 

In the pages of this 

experimental journal, compact. | 
columns of justified text are | 
pushed to the outer margins, | 
By marking paragraphs with 

symbols rather than indents and. 

line breaks, the designers have 

maximized the density of the 

text field. Running heads, page | 
numbers, and images are 
narrow channels cut into a solid. 
wall of text. Footnotes are also 
treated as justified blocks, 
turned до degrees against the 
grain of the page. 


ZWECK 27 


GOLDEN SECTION 


No book about typography would be 
complete without.a discussion of the golden 
section, a ratio (relationship between two 
numbers) that has been used in Western art 
and architecture for more than two thousand 
years. The formula for the golden section is 
a:b=b: (a+b). 
This means that the smaller of two elements 
(such as the side of a rectangle) relates to 
the larger element in the same way that that 
the larger element relates to the two parts 
combined. In other words, side a is to side 
bas side b is to the sum of both sides. 
Expressed numerically, the golden section is 
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The golden section, which. 
appears in nature as well as in 
art and design. has many 
surprising properties. For 


example, wher you remove а 


square from a golden 
rectangle, the remainder is 


another gold 
ss that can be infinitely 
ted to create a spiral. 


n rectangle, а 


inated with 


Some graphic designers are fas 
the golden section and use it to create various grids 
and page formats—indeed, entire books have been 
signers believe that 


written on the subject. Other de: 


the golden section is no more valid as a basis for 


es and proportions than other methods, 
such as beginning from standard industrial paper 
sizes, or dividing surfaces into halves or squares, or 


deriving 


simply picking whole-number page formats and 
making logical divisions within them. 
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GOLDEN SECTION 
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Golden rectangle of text on 
8.5 x trinch page (U.S. standard) 


Commercial printers generally 
prefer to work with pages trimmed 
to even measures rather than with 
obscure fractions. However, 

you can float golden rectangles 
within a page of any trim s. 


For a more detailed account of 
design and the golden section, 
see Kimberly Elam, Geometry 

of Design (New York: Princeton 
Architectural Press, 2001) 

For an emphasis on applying the 
golden section to typography, 
see John Kane, A Type Primer 
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Golden rectangle of text оп 


A4 page (European standard, 210 x 297 mm) 


global navigation 


main 
content 


subcontent 
and 
links 


(зс ain e King, 20 И may well be absurd 10 base а Web site on the golden section, 
= but here, nonetheless, is a design for one. This wire frame diagram 
describes a Web page that is 500 x 809 pixels. The "golden screen" 


is then divided with squares and golden rectangles 


SINGLE-COLUMN GRID 


This standard, 8,5 x nr«inch page has even n 
all the way around. It is а highly economical, but 
not very interesting, design. 


ins 


Every time you open a new document in Quark 
XPress or Adobe InDesign, you are prompted 
to create a grid. (Microsoft Word, on the other 
hand, doesn't ask; it just makes a grid for you.) 
The simplest grid consists of a single column 


of text surounded by margins. 

By asking for page dimensions and margin 
widths from the outset, layout programs 
encourage you to design your page from the 
outside in. (The text column is the space left 
over when the margins have been subtracted.) 


eee 
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This page is ап inch shorter than a standard 
US office sheet. The text block is a square, leaving 
margins of varying 


Alternatively, you can design your page 

from the inside out, by setting your margins 
to zero and then positioning guidelines and 
text boxes on a blank page. This allows you 
and columns 


to experiment with the margin: 
rather than making a commitment as soon 
as you open a new document. You can add 
guidelines to a master page after they meet 
your satisfaction. 
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Books and magazines should be designed 
as spreads (facing pages). The two-page 
spread, rather than the individual page, is 
the main unit of design. Left and right 
margins become inside and outside 
margins. Page layout programs assume that 
the inside margins are the same on both 
the left- and right-hand pages, yielding a 
symmetrical, mirror-image spread. You are 
free, however, to set your own margins and 
create an asymmetrical spread. 


SINGLE-COLUMN GRID 


In this symmetrical double-p 


spread, the inside 


margins are wider than the outside margins, 


creating more open space at the spine of the be 


In this asymmetrical layout, the left margin is 


ай 


appears along the inside or outside edge of the page 


s wider than the right margin, whether it 
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Grd зутан P lena 


There are numerous ways 10 use а basic column. In this variation, images and text share 
grid. Here, one column has been reserved for column space. 
images and captions, and the others for text. 


While single-column grids work well for 


simple documents, multi-column grids жй 
provide flexible formats for publications that quo 
have a complex hiearchy or that integrate text width are 
and illustrations. The more columns you а 
create, the more flexible your grid becomes. structure of 
the grid, 


You can use the grid to articulate the hierarchy 
of the publication by creating zones for 

different kinds of content. A text or image can 
occupy a single column or it can span several. 
Not all the space has to be filled. 
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—— lai systems 


ital band divides a text zone from an 


ne, Elements gravitate towards this line 


which provides an internal structure for the page 


In addition to creating vertical zones with 


the columns of the grid, you can also divide 


the page horizontally. For example, an area 


across the top can be reserved for images and 


captions, and body text can “hang” from 


а соттоп line. In architecture, a horizontal 


reference point like this is called a datum. 


u 


Columns of text hang from a datum, 
falling downward with an uneven rag 


across the bottom. 


Mang Leisalpa 
(Schloss). 
2090 Meter 


und verdichtet, wie dies im Betonbau üblich ist. Da der Beton 
bei diesem Vorgang die Vor- und Rücksprünge der Rückseite 
der Steinplattenwand umfliesst, entstand eine vorzügliche 
Verzahnung und Verbindung der beiden Materialien Kunststein 
(Beton) und Naturstein. 

Allerdings konnten die Wánde nicht in ihrer ganzen Hohe 
auf einmal hintergossen werden. Das musste in Höhenetappen 
von 5o cm erfolgen. Erst wenn der Beton einer Lage eine bestimm- 
te Festigkeit erreicht und sich mit dem Mauerwerk verbunden 
hatte, konnte die nächste Lage von 50 cm darüber betoniert 
werden. Eine hóhere Schüttmasse von flüssigem Beton hatte 
die freistehenden Steinplattenwände seitlich weggedrückt. 

Insgesamt wurden für die Wände der Therme 450 т? oder 
1300 Tonnen Valser Quarzitplatten zu 3100 m* Wandfläche in 
20 Schichten pro m’ verarbeitet. Die Länge aller verwendeten 
Plattenstreifen zusammen ergibt ein Total von 62.000 Lauf- 
metern, was der Strecke von Vals nach Haldenstein entspricht. 

Peter Zumthor 


ValserQuarzit Boden Fugen und Grotten 
Druckfestigkeit: Breiten der Mörtelmasse Trinksteln: 
etwa 217 N/mm ^ Dahnon:8-mocm — tMACOR30A polierte Quader 
Rohdichte: Löngen:blsa,20m, sAnnABoFirma aufeinander- 
2.698 kg/m” jePlattezum Tell ^ wer|Eckverbin- geschichte Grösse 
Wasserauf übergm'ineiner dungen, Schwel- etwa 0,5-1 m> 
kooffizient: Stärkevonacm len, Sturzplatten, — Quollgroue: 
Masse-%0,25 Oberflächen Treppenunter- — — gebrochener 
GefrösteStein- — — pollertgefrást,  sichteundTritte, Stein im Innern 
platten:Stirken — gestockt,ge- itzealseinzel-  Schwitzstein: 
6.3.4.7unda,1em schliffeninallen neWerkstücke  eingefärbter und 
Toleranzıımm Möglichkeiten  gefertigt|minimale  pollertar Beton 
Breiten:12-30em undeinerFugen- Toleranzen (weit — Sleininsel. 
Längen:bis3,20m breitevonımm  untersia-Norm) — grossformatige 
über 60.000 lfm beimSchneiden ^ gespaltene Platten 
Fugenbreite: undVermauern — biszusm'je 
etwa 2mm derSteine, wiezum Platte 

Beispiel auf 6m 

Hohe weniger als 

5mm Toleranz 


STEIN UND VASEN, 
WINTER 2003|04 

Booklet, 2003 

Designer: Clemens Schedler, 
Büro für konkrete Gestaltung 
Publisher: Hotel Therme, 
Switzerland 


This publication for a spa in 
Switzerland uses a five-column 
grid. The main text fills a four 
column block, and the smaller 


texts occupy single columns. 


m 


Béla Bartók 


Kenneth Chalmers. 


= Sets Bela Bartök (1801-1945) and his work In the context of his homeland Hungary and hls 
native city Budapest, where he lived for most of his adult fe. 

+ Covers the full range of his work from his early explorations of the folklore of Hungary to hit 
Third Plano Concerto composed on his deathbed In the United States 

+ Brings out the singular nature of his genius and the originality of his contribution to muske 


Kenneth Chalmers s an author, translator and composer who has written on Bartók, eg. 
Stravinsky, Verdi and Weill and collaborated on Decca 20-volume Mozart Almanac 


is S 


Performing kts 


КП 


The Beatles 


Allan Kozin 


+ Follows the extraordinary development of the four self-taught musicians from Liverpool 
from thelr beginnings until the break-up in 1970. 

+ Examines why the Innovative musie of the Beatles - created, at least initially, as ephemera — 
has remained so durable 

+ Considers not only the commercially released disks but also studio outtakes, demos, 
unreleased recordings and broadcast performances. 

+ Sets the group's evolution against the backdrop of the popular culture explosion of the 1960s 


Allan Kozinn has written musical criticism forthe New York Times since 1977 and won ASCAP 
awards for his work, Including the book Mischa Elman and the Romantic Style 


‘A well-rounded, readable account. Makes a convincing case for putting the Beatles on the 
shelf between Bartók and Boulez: (The Sunday Times) 


PHAIDON: FALL 2003 
Catalogue, 2003 

Designer: Hans Dieter Reichert 
Publisher: Phaidon 

Photograph: Dan Meyers 

This catalogue for a book 
publisher provides a rational and 
elegant structure for displaying 
hundreds of different books, each 
one presented as a physical abject 
annotated with documentary data, 
The margins act as a navigational 
interface for the catalogue. 
Divisions occur both horizontally 
and vertically. 
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Malcolm месин, u 
м 


Play serves learning though experimentation without 
risk, Learning occurs through quick, imprecise actions, conducted 
within understood rules of a game, and tree from threat or consume 
mation. Play does not use up so much as bu ild. 


military-industrial world of computing, one 
Important way to do зо is to play. 

Play takes many forms. For example, It can be. 
individual or social, According to one classic. 


builds is common sense. Plays endlessly variable 
series of awkward, exaggerated molions sesks oul 
the approximate arena for later development of tue 
competence, 

There is much lo be said for play in a medium, 
Ita medium is defined by Из affordances and con: 
straints, then learning consists of exploring these 
properties. Experimentation is especially useful lor 
becoming familiar with constraints: we learn fom t 
mistakes, We must accept that beginning work ink 
new medium will be full of setbacks. There wil alga 


Taxonomy Individual play Includes pursuit of sensa- 
tions, exercise of molor apparatus and experimenta- 
tion with higher mental powers, This mental play 
includes exercise of attention, emotion and will 
‚Attention play includes tests of memory, imagination, 
focus and reason. On the other hand, social play 
includes fighting and rivalry, loving and courtship, 
imitation and status seeking. Imitative play includes 
movements, drama, behavioural constructions and 
emulation of inner states.” 5 

Crafts and craft learning embrace quite a range 
ol these playful forms. Arguably. no productive 
process combines so many so well, Sensation, skilled 
motion. attention, involvement, will — alt must be 
balanced, and this is the basis for craft as recreation. 
Craft leaming is a form of imitative social learning, 
Movements are physical skills taught directly, 
whether by demonstration or coaching. Drama is а 
lesser component here, although И may be under- 
stood in the willful suspension of disbelief that allows. 
participation in an abstract mediugn. Constructions. 
are the artifacts. They are the plastic play, the visual 
examples, the operational leaming. Finally the inner. 
state is the patience, reflectivity and intent that dis- 
tinguish the mastor. 

Play serves leaming though experimentation 
without risk. Play often lacks any immediately obvi- 
ous aim other than the pursuit of stimulation, but 
functions almost instinctively to serve the process of 
development. Learning occurs through quick, impre- 
cise actions, conducted within understood rules of a 
game, and free from threat or consummation. Play 
does not use up so much as build. One thing it 


be forlullous discoveries, however particulary oF 
affordances, Design is not only invention, bul also 
sensitivity to a medium. Craft cannot be merely in 
service of technique, or of inappropriately conceived 
‘ends. The craftsman must begin to fol something 
about the artifacts, and only certain moves wil fel 
tight, 

О! course when it comes to computation, we 
all must learn, In a sense, we're all children Ihe 
medium is that new, And ol course, the most lluent 
experts here are often quite young. As ай of us evn 
about this promising new domain, a chain of der 
ments should be clear: play shapes learning; learning 
shapes the mind; mental structures shapo softwar 
and software data structures afford work and play 


Structure and Improvisation 
The master at play improvises. Consider the jazz 
pianist, In Ways of the Hand — The Organization of 
Improvised Conduct (1978), the musician David 
‘Sudnow gives us a rare description of otherwise lci 
knowledge in action. improvising on a piece takes 
much more talent than simply playing from a nata- 
tion or learning by rote, Sudnow explains. Мокен, 
improvising begins with a sense of structure, fom. 
which it builds а cognitive map. For example the 
‘way in’ to an arpeggio Is mentally mapped. The 
structure ol the keyboard presents a physical Map o 
а chord, which may be modified in countless ways by 
physical moves, One could play the adjacent keys for 


val, One could transpose or invert, One could ch 
the order in which the notos were played, or the 


crip |149 


Discovery I Dial crant 
Feira and телка 


tempo ar the attack and decay. Of course one could 
"sott dominant, major and minor chords. 
Sudnow argues that because these variations 
bio sequences of physical positions, they are learned. 
activo skills no longer necessary lo be understood 
tla mental level, Each becomes a handful. That the 
Vd gets а hold of a variation on a chord is indicat- 
'& by obsnrved tendencies to start into particular 
iquences with certain fingers on certain keys. The 
тосе is known by the hand, and the mind only 
aps ho way in. The ability to modify the run note by 
‘ole — which would require conscious attention — 
“only comes later, Even without attentive intellectual 
(фсе, however, the natural tendency of the hand 
їз nol o ropoat itself, oven In a serles of figural repeti- 
‘ions, Thus once a sufficient repertoire of runs is 
ed thls tendency inherently ensures a richness 
nd. The hand searches its territory for 
ences, which process replaces a faithfulness to 
score, and that makes jazz. For example: 


СУЯ а 


the same pitches as the first, the doubled back. 
and went fast again, but over different pitches.. 
There were innumerable variations possible: 
looking at 'structure' in this way and corra- 
sponding to various continuity practices, way 

of the hand were cultivated that were suited to 
{he performance of such manoeuvres, 
Transposition of such a figure to a new seg- 
‘ment and correct repetition with respect la 
pitch, without slowing it dawn or slowing down 
parts of it, involved coping with the topography 
^f the terrain by the hand as а negotiative 
‘organ with various potentials and limitations. 


Although jazz is the obvious case, it is hardly alone, 
Improvisation plays a role in many contemporary 
practices, and in many traditional crafts. Few of these 
worlds employ such a singular instrument as the 
plano; few are able to tum so much over to the 
hands, but all involve playful response to a structure, 
For example. of industrial design, Herbert Read Insist- 
‘ed that "Art implies values more various than those 
determined by practical necessity" 
and industrialist. he fell admiration for fundamental. 
structural laws, such as the golden section also. 
admired by his contemporary Le Corbusier, Ho was 
convinced, however, that metrical irregularities based. 
оп a governing structure, rather than slavish adhar- 
ence lo the laws in their precision, was tha basis for 
pleasurable expression, He cited Ruskin's line that 
“All beautiful lines are drawn under mathematical 
laws organically transgressed.’ * He held that this 
was the case even in the useful (industrial) arts, 
Consider the case of processing а digital pho- 


Tho new run could be in various other ways 

nly essentially related! to the preceding run. 
‘Say the first started slow and went up fast, then. 
doubled back and went fast again, while the sec- 
ond started slowly and came back down through 


tograpl. The makeup of the raster image file, the vari] 
ous fone scale and filtration operators, provides a. 
very clear structure in which to work but demands no | 
particular order of operation, The complex 
microstructure of the sampled pixels provides a sub- 


The natural tendency of the hand is not to repeat itself. 
even in a series of figural repetitions, Thus once a sufficient reper- 
toire of runs is learned, this tendency inherently ensures a richness 
fo the sound. The hand searches its territory for sequences, which 
process replaces a faithfulness to the score, and that makes jazz. 
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"DESIGN IMPLICATIONS 


OF NEW MEDIA 
Book, 1999 

Designers: Mevis and 

Van Deursen 

Editor: Jan Abrams 
Publisher: Netherlands. 
Design Institute 

Photograph: Dan Meyers 

In this book about new media, 
а two-column grid contains the 
main body of text. The pull 
quotes, running across two 
columns, are framed in thinly 
ruled boxes that suggest the 
overlapping “windows” on a 
computer screen, The top 
margin, which resembles the 
Jool bar in a browser, provides 
ап interface to the book. 


MODULAR GRID cwn | 150 


| DESIGNING PROGRAMS This square grid consists of six vertical Vertically, the grid is governed 
Grid diagram, 1963 (redrawn) columns and six horizontal modules, by a 10-point measure, which 
Designer: Karl Gerstner overlayed by grids of one, two, three would determine the spacing of 


Arthur Niggli, Zurich and four units. type from baseline to baseline. 


` —— 
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Grid systems 


A 


This modular grid has four columns and four rows Endless variations are possible 
Ап image or a text block can occupy ойе or more 


modules. 


A modular grid has consistent horizontal Ы! 
divisions from top to bottom, in addition to 
vertical divisions from left to right. These 
modules govern the placement and cropping telat 
of picture 

1960s, Swiss graphic designers including 
Karl Gerstner, Emil Ruder, and Josef Müller- 
Brockmann devised modular grid systems 
like the one shown here. 


Gri systems 


well as text. In the 1950s and 


Create the horizontal div 


ns by laying a 
type ruler" along the lefi edge of the page 

Using this ruler, position guideline 
to the line spacing (leading) of 


ui th 
sat 


corresponding 


type Tie bl 
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TYPOGRAPHY 
Book, 1967 

Designer and author 
Emil Ruder 

Publisher: Arthur Niggli 
Photograph: Dan Meyers 


In this classic design text 
Emil Ruder demonstrates the 
use of a modular grid. 
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——— - = Wie ane - 
| Trophic usuly | oum ol tho Eons аши andl 
| orani | 
I 
Use a modular grid to arrange a text in as A ae] Val | 
many ways as you сап, By employing just опе Feary ov weer "Penson cf ona rien and dp 
size of type, flush left only, you will construct a " кеа ан 
| m А 5 | 
typographic hierarchy exclusively by means of — 1 | ци 
spatial arrangement. To make the project more ern cuba d erra, atan i 
| complex, begin adding variables such as | [vei id msn bis аладан. 
weight, size, and alignment. (шека t e com |y el ae 
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ү Phi " 
EN PERIODIC BREAKFAST TABLE This chart organizes breakfast cereals by ) 
ANS Magazine page (detail) shape and annotates them according to a 
Designer: Catherine Weese — — dozen characteristics, from fiber content to 


Photography: John Halpern price per pound. Visual displays 
Publisher: Patsy Tarr, allow readers to quickly compar 


@ 

nace (4) 2wice Magazine One might obser 
© 
О) 


y data 


or example. 
i breakfast cereals, intensity of sugar is 


usually accompanied by intensity of color 
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NEW JERSEY TRANSIT, NORTHEASTERN CORRIDOR TIMETABLE 

Original schedule with redesign by Edward Tufte 

From Edward Tufte, Envisioning Information (Cheshire, Conn. Graphics Press, 1990), 

The original design (top) is organized with heavy horizontal and vertical divisions, Tufte calls this a 

“data prison." His redesign uses the alignment of the typographic elements themselves to express the 

table's underlying structure 

The design of charts and graphs is a rich and 

КОЗДИ ACCOUNT NAME TOTAL FOR Acco ubtle area of typographic practice. In a data 
TEE SE table, the grid acquires semantic significance. 


Designers (and software defaults} ^n over- 
301052. [offen Super Designers (and software defaults) often over 
emphasize the grid, rather than allowing the 


102004 | [Equipment- Non-Capital 


data to command the page and stake out its 


09 T 
105009 | [rravek Conference Fees own territory, 


110004 | [Miscellaneous Entertainment 


TYPE CRIME: 
DATA PRISON 


114008 | [Postage/Shipping-Local Courier 


151108 |Temp Stat Contractual The rules and boxes used in data tables 


451184 | [Honorana-Cıtiessvs Artet $1.00 | should illuminate the relationships 


among data, not trap each entry inside 
DEPARTMENTAL EXPENDITURES $7,350: 


a heavily guarded cell 
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I 
| 
118 BEHAVIOUR TO INTOXICATED FRIENDS. 
| Tabular View.—Experiments on Ants under 
| Chloroform and Intoxicated. 
| 
| CHLOROFORMED ANTS. 
инков Г 
Ja 
то | Ure. To |Unre- 
томе waver] moved)  ToNesb [water moved 
| 
Sept. 10 4 " ЛИШ | 
14 үн 3 ГУН s 
and brought 
out адып 
15 1 it | og d 9 |2 
and brought INTOXICATED FRIENDS 
| c5 out again. " i Data table from Sir John Lubbock, | 
"a a (ШЕ Ants, Bees, and Wasps (New York: 
Oct. 3 B. la 1 ONL His ps ( 
5 and brought: D, Appleton and Company, 1893). 
ont again The author of this experiment 
6 Bree = dope studied how anis responded upon 
| Я ДӨГЕ " EIFE meeting either “friends” (members 
DIU nien Ш ct of their own colony) or "strange 
1 In the first experiment, the friends 
| e AATE: Gnd strangers were rendered. 
| Nov. 20. n up T GE unconscious with chloroform. 
| 23 2 a 2 db ИН In the second experiment, the ants 
In these cases some of the Ants had partly recovered; in the were merely intoxicated. The 
| following they were quite insensible. ü chhloroformed ants—whether fri 
à or strangers—were usually taken 
| Dec. 1 T яав 3 ШҮНӨ g y 
‚none brought all these for dead and pitched into a moat of 
out again brought out water surrounding the colony. 
\ again M 
The intoxicated ants were treated 
8 16 5 ө 3 15 
| mone brought. all these with more discrimination, Many of 
І ‚ out again brought out the drunken friends were taken back 
| 8 n 
| БК n again UM to the nest for care and rehab 
| "aU i Be is sch н ililation, whereas drunken strangers 
| none brought one brought were generally tossed into the moat. 
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Find a chart from ап old science book or The redesign (above) eliminates many of the ruled 
other source, and redesign it. Shown at lines, replacing them, where needed, with a pale tone 
left is a nineteenth-century table that unifies the long horizontal rows of data. The 
documenting an experiment about ants. redesigned chart also replaces most of the numera 
The old design emphasizes vertical with dots, a technique that lets the eye visually 
divisions at the expense of horizontal compare the results without having to read each 
ones, and it jumbles together text and numeral separately. 


numbers within the table cells. 
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© 1999-2003 


‘Typotheque is a type foundry developing. 
and marketing contemporary original 
ints for the Mac and PC, Our 
commitment is to continue the traditions 
of independent type found 
contributing our tiny bit to the continuous 
sequence of type history, creating quality 
fleet our time and serve 


Fedra Sans20 | |@EBTE2003 


"enl Grah won the first prize at 


i Lesen fie aetas 
; Light Book Normal Medium Bold | illustration Avards. Both monotonic and 
polytonic versions are coming soon. 


! Version 2.0 of Fedra Sans improves the 
Í consistency of the font and adds nev 
Í versions to the typa family, Details of the 
1 revision are explained In this PDF file 


H ls section is our attempt to 
Ira Gane 4 (16 Jul 2003) vant published and previously 
edis raviowed by Andy Crevdson (16 | unpublished texts, not directed 


Jul 2003) | endusively to academic pears and 
—lalterlettar by дет Noordzij with a 30% | students, but to a broader audience of 
discount (09 Jul 2003). Individuals with an interest in design 
rha атат of Typographie Style пом {савт typography and graphic design, i = 
available (06 Jul 2003) At the moment the collection contains = 

hort story of tha Painted Word now i ovar 00 texts In four categories features, | === = 
available (06 Jul 2003) Tovlevs, intarviewe and assays, 


isan out (18 Jun 2003) Examples of Typothaque fonts in ure, 


‘Add yourself to our neve ermal list, We. 
ure the list to help keap you informed of 
the new fonts, special limited offers, and 
major updates, We naver sell your amall, 
(You vill receive 3-4 emails а yaar) 


Try our interactive Font Tester with 
| memory, You can preview and try our 

1 complete library of fonts, as well as chat 
with your friands, Works alto vith special 
[youre mol hore | ШЫ characters and characters vith diacritics, 


ides fonts, ve offer a small selection 
өп type design and typography. 


1YPOTILEQUI COM 
Web site, 2003 

Designer: Peter Bilak 
Multi-column grids provide a 
logical way to organize Wi 
pages. Content ос 


upies the center; 


the top and left “margins” are 
reserved for branding and 
navigation. 
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p to font kit. 


House-a-Rama Font Kie $100 


Three Fonts. 
e pgn 
14 Illustrations 


HOUSE-A-RAMA 


BUY IT NOWI 


HOUSEIND.COM 
Web site, 2004 

Designes: Andy Cruz, Tal 
Leming, Ken Barber, Rich 
Roat, and Bondé Prang 
Publisher: House Industries 
Like many Web sites, this one 
places local navigation in the left 
column and reserves space for 
branding and global navigation 
across the top. These components 


serve as a frame for the content 


al the center. 


Designer: Stefan Sagmeister 
Publisher: American Institute 
of Graphic Arts 

Letters сап be made from 

nearly anything, even chicken fee 
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Helpful hints, dire warnings, 
and other resources 


0000 
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These interruptions—especially the snide remarks--are driving me crazy. 
“CRIME: Tipo hyphens in place of em 


Dashes express a break in the flow of a sentence, In a word-processed 
document, dashes can be indicated with two hyphens. Em dashes are 
ed around dashes 


required, however, in typesetting. No spaces are 


El Lissitzky lived 1890-1941. Rodchenko lived longer (1891-1956). 
CRIME: Hyphen between numbers 


Ап en dash connects two numbers. 1 means “up to and including,” 
* not “between.” No spaces are used around en dashes 


It's okay to be second-best, but never, ever second-best, 
CRIME: En dash in hyphenated word 


Do not use en dashes where the humble hyphen is required. 


In the beginning was...the word... Typography came later. 
An ellipsis character is used here in place of separate points 


The periods in an ellipsis can be separated with word spaces, or, as we prefer, they can be 
tracked open (letterspaced), Most typefaces include an ellipsis character, whose points are 
more tightly spaced. After a sentence, use a period plus an ellipsis (four dots). 


She was 52" with eyes of blue. "I'm not dumb," she said. "I'm prime." 
CRIME: Prime marks (aka, dumb quotes) used in place of quotation marks 


The purpose of prime marks, or hatch marks, is to ndicate inches 
and feel, Their use to mark quotations is а common blight across the 
typographic landscape. 


"I'm not smart,” he replied. "I'm a quotation mark.” 


Unlike prime marks, quotation marks include an opening and closing 
character, Single close quotes also serve as apostrophes. Incorrectly used 
prime marks must be routed out and destroyed: 


Don’t put two spaces between sentences. They leave an ugly gap. 
CRIME: Two spaces between sentences 


Although writers persist in putting double spaces between sentences 
{a habit often learned in high school), all such spaces must be purged 
from a manuscript when it is set in type. 
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DASHES Dashes of different length have speci 
uses that every designer must learn. Writei 
or clients often supply manuscripts that employ 
incorrect dashes or use substitute characters. 


EM DASHES express strong grammatical breaks, An em 
dash is one«em wide—the width of the point size of the 
typeface, In manuscripts, dashes are often represented 
with a double hyphen (-J; these must be replaced. 


EN DASHES serve primarily to connect numbers (1-10). 
An en is half the width of an em, Manuscripts rarely 
employ en dashes, so the designer needs to supply them, 


HYPHENS connect linked words and phrases, and they 
break words at the ends of lines, ‘Typesetting programs 

break words automatically. Disable auto hyphenation when 
discretio 


working with ragged or centered text; us 
hyphens instead, and only when unavoidable. 


DISCRETIONARY HYPHENS, which are inserted manually 
to break lines, only appear in the document if they are 
needed. (1Га text is reflowed in subsequent editing, а 
discretionary hyphen will disappear.) Wayward hyphens 
often occur in the mid-dle of a line when the typesetter has 
inserted a “hard” hyphen instead of a discretionary one. 


PUNCTUATION Consult a definitive work such 
The 
punctuation, The following are especially pertinent 
for typographe 


‘hicago Manual of Style for complete rules of 


QUOTATION MARKS have distinct "open" and "closed 
forms, unlike "hatch marks," which are straight up and 
down. A single close quote also serves as an apostrophe 
("It’s Bob's font."), Hatch marks should only be used to 
indicate inches and fect (5'2"). Used incorrectly, hatches 
are known as “dumb quotes.” Although comput 
operating systems and typesetting programs often include 
automatic “smart quote” features, e-mailed, word, 
processed, and/or client-supplied text can be riddled with 
dumb quotes, Auto smart quote programs often render 
apostrophes upside down (‘tis instead of 'tis), so designers 
must be vigilant and learn the necessary keystrokes 


zLLIPSES consist of three periods, which can be rendered 
with no spaces between them, ог with open tracking, 
(letterspacing), or with word spaces, An ellipsis indicates 
an omitted section in a quoted text or..a temporal break 
Most typefaces include an ellipsis character, which 
presents closely spaced poin 


Worn SPACES are created by the space bar, Use just one 
space between sentences or after a comma, colon, ог 
semicolon. One of the first steps in typesetting a 
manuscript is to purge it of all double spaces, Thus the 
space bar should not be used to create indents 


DASHES, SPACES, AND PUNCTUATION 


or otherwise position text on a line. Use tabs instead. 
rm. refuses to recognize double spaces altogether 


EN spaces are wider than word spaces, An en space can 
be used to render а more emphatic distance between 
elements on a line: for example, to separate a subhead 
from the text that immediately follows, or to separate 
elements gathered along a single line in a letterhead, 


eystrokes listed below are commonly used in word 
processing, page layout, and illustration soflware. 
Keystrokes will vary in some applications, (These work for 
Quark XPress and In Design.) Some fonts do not include 
a full range of special characters, 


keystrokes (Mac) 
shift-option-hyphen 


DASHES 
— em-dash 
= en-dash 
- standard hyphen 
- dis 


option-hyphen 
(hyphen key) 


tionary hyphen command-hyphen 
PUNCTUATION keystrokes (Mac) 
' single open quote — option-] 


single close quote shifi-option-] 


double open quote — option4 


” double close quote — shift-option-{ 
ve ellipsis option-; 
OTHER MARKS keystrokes (Mac) 


en space option-space bar 
dagger option-t 


double dagger shifl-option-7 


© copyright symbol option-g 
® resister symbol option-r 

ff ffligature shifi-option-2 
fi f ligature shifi-option-s 
fl fl ligature shift-option-6 
G nt aigu oplion-e + e 

è accent grave option“ +e 

à accent grave option- + a 

ù accent grave option“ + u 

с cédille option-c 

ü umlaut option-u + u 
ö umlaut option-u +0 


EDITING 


Only an editor can see beyond a writer's navel. 


No matter how brilliant your prose, an editor will discover errors 
in spelling, grammar, consistency, redundancy, and construction, 


Writers should not over-format their texts. 


The time you spend fiddling with formatting will be spent again by the editor and/or 
designer, removing extra keystrokes. Provide flush left сору, in one font, double-spaced, 


Some lessons learned in high school are best forgotten. 


One of them is dotting your i's with hearts and smiley fuces, The other is leaving two 
spaces between sentences, In typesetting, one space only must be left between sentences 


The space bar is not a design tool. 


Dont use the space bar to create indents (just key in a single tab), and don't use extra 
spaces to create centered effects or layouts (unless you really are e, e, cummings). 


Every change threatens to introduce new errors. 


Bach time a file is "corrected" new errors can appear, from problems with rags, justification, 


and jage breaks to spelling mistakes, missing words, and botched or incomplete corrections 


Don't wait for the proofs to seriously examine the typeset text. 


Changes made afier a printer's proof has been made (blue line, press proof; or other) 
аге expensive. They also will slow down your project, which, of course, is already late. 


Famous last words: “We'll catch it in the blue lines.” 
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Ерїтовв Since the onslaught of desktop publishing 
back in the dark days of ће mid-198os, graphic 
designers have taken on roles formerly occupied by 
distinct trades, such as typesetting and mechanical 
pasteup. Designers are often expected to be editors 
as well. Every project should have a true editor, a 
person with the training and disposition to judge the 
correctness, accuracy, and consistency of written 
content, Neither a project’s author nor its designer 
should be its editor, who is rightly a neutral party 
between them. If a project team includes no properly 
trained editor, try to find one. If that fails, make sure 


that someone is responsible for this crucial role, for 
the failure to edit carefully is the source of costly and 
embarrassing errors. 

Editing a text for publication has three b 
broad i 


ic 


sues 


phases, Developmental editing addre: 
of the content and the structure of a work; indeed, 

it can include judging a work's fitness for publication 
in the first place. Copy editing (also called line editing 
or manuscript editing) seeks to root out 
redundancies, inconsistencies, grammatical errors, 
and other flaws appearing the body of the 
work. The copy editor—who must study every word 
and sentence—is not expected to question the overall 
meaning or structure of a work, nor to alter an 


acro: 


author's style, but rather to refine and correct. 
Proofreading, which checks the correctness, 
consistency, and flow of designed, typset pages, is 
the final stage. Depending on the nature of the 
project and its team, each of these phases may go 


through several rounds, 


EDITING 


ANATOMY OF AN ERROR After a document has 
been written, edited, designed, and proofread, a 
printer's proof is created by the printer from the 
digital files supplied by the designer, At this point, 
making changes is expensive. Many clients (or 


authors) fail to recognize errors (or make decisions) 
until the printer's proofs are issued. This luxury has 
its costs, and someone will have to pay. 


PI'S (PRINTEN'S кнконв) These are errors that can be 
assigned lo the printer, and they must be corrected at no 
expense to the designer or client, A printer's error is an 
obvious and blatant divergence from the digital files and 
other instructions provided by the designer and agreed to 
by the printer. Printer's errors are surprisingly rare in the 
digital age. 


ANS (AUTHOR'S ALTERATIONS) These are not so rare, 
Author's alterations are changes to the approved text or 
layout of the work, If the change originates with the 
designer, the designer is responsible, If it originates with 
the client or author, she or he is responsible, Keeping 
records of each phase of a project's development is helpful 
in assigning blame later, Designers can charge the client a 
fee for the aa on top of the printer's fee, as the designer 
must correct the file, print out new hard copy, get the 
client's approval (again), communicate with the printer 
(again), and so on. If agreed to in advance, designers can 
charge лл fees for any change to an approved document, 
even before the printer's proof is issued. 


вах (оттон ALTERATIONS) Errors made by the editor are 
the responsibility of the editor's employer, typically the 
client or publisher of the work. Good editors help prevent 


everyone's'errors from occurring in the first place. 


For more detailed information about the editorial 
process, see The Chicago Manual of Style, 15th Edition 
(Chicago: University of Chicago Press, 2003). 


Manuscript editing, also called copyediting or line editing, requires attention to every word in 
a manuscript, a thorough knowledge of the style to be followed, and the ability to make quick, 
logical, and defensible decisions. The Chicago Manual of Style, 2003 


EDITING HARD COPY 


чане 


DELETE 


[posqirans J 


TRANSPOSE 


LET IT STAND") 


SEPARATE; ADD SPACE 
7 
secongrate 
2: 
de 
REMOVE HYPHEN 


M 
Dashing-no? 


EM DASH (—) 


N 
1914-1918 
EN DASH (=) 


{ш 


ITALIC 


boldface 


BOLDFACE 


remove, underline 
REMOV 


Wisk 


LOWERCASE 


E UNDERLINE 


Case 
== 
UPPERCASE 


SMALL CAPS 
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uch 


Writers, editors, and designers use special symbols to mark change: 


subshtatin: 
as-delatinf‘, Бохти inet 


nsJor erecting Words or phras 
your mind about a deletie? pla 


L2 
circling it. Add a period with a circled do tf two words пиваре insert а 


If you change 


dots beneath it. Remove 


à commagby 


straight line and a space mark. 


To combine two paragraphs, connect them with a line and note the comment 
“run-in” in the margin. (Circling notes prevents the typesetter from 


confusing comments with content.) 


= 
Insert two short lines to hyphenate a word such as secondrate. When 
ZN ^ 
removing a hyphen, close up the leftfover space. To replace a hyphen with an 
+ 


m T m. 1 
em daslîîa symbol that expresses a grammatical break-write a tiny м above 
the hyphen, If a manuscript indicates dashes with double hyphens-like this~ 
the typesetter or designer is expected to convert them without being told. 


N 
s, such as 1914191 


Use an en dash, not a hyphen, to connect two numbei 


In addition lo correcting grammar, spelling, punctuation, and clarity of prose, 
editors indicate typographic styles such as italic (with an underscore) and 


boldface (with a wavy line). Underlining, which is rarely used in formal 
RS 


typography, is removed like this. raw \ Kine Xhrough X Kapital etter to 


КАХА 
change it to lowercase. underline a letter with three strokes to capitalize it. 


Use two underlines to indicate small capitals, 


Double-space the manuscript and leave a generous margin to provide room 


for comments and corrections. Align the text flush left, ragged right, and 


disable automatic hyphenation. И 
Don't mark manuscripts 


or proofs with Post-It notes. 
They can fall off, block 
the text, and make the 


document hard to photocopy. 
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Editing an electronic file and allowing the author to see the changes is 
called redlining (also referred to as “editing online"). Basic housekeeping 
includes removing all double spaces and converting hatches . "dumb 
quotes") to quotation marks and apostrophes (a.k.a. "smart quotes"). The 
„editor need not point out these changes to the author, 

Changes to the structure and wording of the text must be 
communicated to the author. A visual convention is needed for showing. 
deleted and added material. Merdade-be-remeved are typically struck out, 
and words added or substituted can be underlined, highlighted, or rendered 
in color. A line in the margin indicates that а change has been 
recommended. [Queries to the author are set off with brackets] 

Underlining, or striking out; punctuation is visually confusing, so the 
editor often strikes out an entire wordzer-phseses—or phrase—and types 
in the freshly punctuated passage as an addition. To hyphenate a word such 


as seeondeete second-rate, strike it out and add the hyphenated form. When 


converting hyphens to en dashes (1914~18)—or changing double hyphens to 


em dashes—the editor simply keys them in. Typographie styles such as italic, 


boldface, and swA11, cAP1TALS can also be changed directly, 

Although redlining is wonderfully fuid and direct, it can be 
dangerous. The editor must scrupulously remove all traces of the editing 
process before releasing the file for design and typesetting, Potential disasters 
include words that are stucktogether, a missing , or a forgotten comment to 


the author [Are you nuts?]. 


A. Queries to the author can also take the form of footnotes, Identify these notes with 
letters, so they are not confused with footnotes that belong to the text. 
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Editing an electronic file and allowing the author to see the changes is 
called redlining (also referred to as “editing online"). Basic housekeeping 
includes removing all double spaces and converting hatches (a.ka. "dumb 


quotes") to quotation marks and apostrophes (a.k.a. "smart quotes”). The 


„editor need not point out these changes to the author. 


Changes to the structure and wording of the text must be 
communicated to the author. A visual convention is needed for showing 
deleted and added material, Wordsto-be-removed are typically struck out, 
and words added or substituted can be underlined, highlighted, or rendered 
in color. A line in the margin indicates that a change has been 
recommended, [Queries to the author are set off with brackets.) 

Underlining, or striking out; punctuation is visually confusing, so the 
editor often strikes out an entire word-etphrese-—or phrase—and types 
in the freshly punctuated passage as an addition. To hyphenate a word such 
as seconde second-rate, strike it out and add the hyphenated form. When 
converting hyphens to en dashes (1914~18)—or changing double hyphens to 


em dashes—the editor simply keys them in. Typographic styles such as italic, 


boldface, and sMALL cArıTaıs can also be changed directly. 
Although redlining is wonderfully fluid and direct, it can be 
dangerous. The editor must scrupulously remove all traces of the editing 
process before releasing the file for design and typesetting, Potential disasters 
include words that are stucktogether, a missing , or a forgotten comment to 


the author [Are you nuts? 


A. Queries to the author can also take the form of footnotes. Identify these notes with 
letters, so they are not confused with footnotes that belong to the text, 


PROOFREADING 


EDITORIAL CHANGE MARK IN TEXT MARK IN MARGIN 
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EDITORIAL CHANGE MARK IN TEXT MARK IN MARGIN 


delete d 
delete and close up delete and {= up 


let it stand (stet) 


ins test or character nse text 


Jj 
= 


insert hyphen 


insert punctuation. 
change punctuation 
insert hyphen 


insert parentheses 


uS 


insert en orem dash — insert en dash 


insert quotes 


ШАША 


capitalize 


NANNE 


capitalize 


change to lowercase 


small caps 


change to small caps 
change to bold bold 
am 


change to roman 


wrong font 


Tetterspace 
^ 
clo se up. 


I 


LL) nost right £c) 
East ten (ED) 


[O indent t em [el 


eem d 


horizontally 


close up 


© 
N 
UV 
+ 


less Е 


D 


reduce space 


transpose 


Rush right 


fush lef 


indenta em 


move to next line 


superscript 


align vertically 


align horizontally. ашп = 
spell out abbreviation | spell out Obie) 
^ A 
use ligature use ligature (flour) A 
о ! 
— 
query that cannot be 
resolved by prooffeader @) 
Proofrcoder's marks derived [rom The Chicago 
Manual of Style and David fury, About Face 
Reviving the Rules of Typography (Eas! Sussex: 
Rotovision, 2001), Marking conventions do ү 


vary slightly from source 10 source 
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^ PROOFREADING takes place affer an edited manuscript has been 
designed and typeset. New errfors can appear at any time during the 
handling of a document, and old errors/previously unrecognized— 
can leap to the eye once the text has beén set in type. The proofreader 
corrects gross errors in spelling, grammar, and fact, but avoid A. 5 
changes in style and content. Changes at this stage are not only 
expensive;but they can affect the page design and introduce new 
problem 

Proofreading ig different task from editing, although the editor 
may play а role in it, along withyor in addition to,the author or client. 
Although the designer or typesettery should not be given the role of 
proof reader, designers must montis inspect their work carefully 
for errors before sending it back to the editor, author, or client. 
Mark all corrections in the margin of the proof, and indicate the position 


Эттүү within the text, Don't write between the lines, Many of the same 


erline symbols are used in proofreading and in copy editing, but proofreaders 
use an additional set of flags for marginal notes, 


wy Don't obliterate what is being crossed out and-deletedPÁo the typesetter, can read it, 


Mark all changes on one master proof, If several copies of the proof are 
circulated for approval, one person (usually the editor) is responsible for 
transferring corrections to a master copy. 


Don't give the designer a proof with conllicting or indecisive comments, 
Ge) 1S or profs. Depending on how a project is organized and 
produced; some or all of the following proofs may be involved. 


Galley proofs are typically supplied in a book-length project. They consist of text 
that has been typeset but not paginated and do not yet include illustrations, 


Pape proof: are broken into pages and include illustrations, page numbers, 


running heads, and other details 


|| Revised proofs include changes that have been recommended i 


the proofreader 
and input by the designer or typesetter. = ыкы 


Printer’s proofs are generated by the printer, At this phase, changes become 


ingly costly, complex, and ill-advised, In theory, one isfonlyflooking or 


errors—not errors in design or verbal style—at this stage, Printer's 


proofs might include blue lines (one color only) and/or color proofs 


t. The designer and typesetter may be the same person. In a design studio, as opposed 
to a publishing house, designers are generally responsible for typesetting. 
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Think more, design less. 


Many desperate acts of design (including gradients, drop shadows, and the gratuitous use 
of transparency) are perpetrated in the absence of a strong concept, A good idea provides a 
framework Jor design decisions, guiding the work 


Say more, write less. 


Just as designers should avoid filling up spare with arbitrary visual effects, writers should 
remember that no one loves their words as much as they do. 


Spend more, buy less. 


Cheap stuff is usually cheap because of how it’s made, what їз made of 
and who made it, Buy better quality goods, less often 


May your thoughts be deep and your wounds be shallow. 


Although graphic design is not a terribly dangerous 
nts occur involving dull X-Acto blades. Protect your 


Always work with a sharp blade, 
occupation, many late-night acci 


printouts from senseless bloodshed, 


Density is the new white space. 


їп an era of exurban sprawl, closely knit neighborhoods have renewed appeal. 
So, 100, on page and screen, where a rich texture of information can function 
better than sparseness and isolation, 


Make the shoe fit, not the foot. 


Rather than force content into rigid containers, create systems that are flexible and 
responsive to the material they are intended to accommodate 


Make it bigger. (Courtesy of Paula Scher) 


Amateur typographers make their type too big, The t2-potnt defauli —vhich looks okay 
on the scrcen—ofien looks horsey on the page. Experienced designers, however, make 


their type too tiny: shown here, 7.5 point Scala. 
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It is easier to talk than to listen. 


Pay attention to your clients, your users, your readers, and your friends, 
Your design will get better as you listen to other people. 


Design is an art of situations. 


Designers respond to a need, a problem, a circumstance, that arises in the world. 
The best work is produced in relation to interesting silualions—an open-minded 
client, a good cause, or great content 


No job is too small. 


A graphic designer can set out to change the world one business card at a time 
as long as itis the business card of a really interesting person. 


An interface calls attention to itself at its point of failure. 


Design helps the systems of daily life гип smoothly, leting users and readers ignore 
how things are put together. Design should sometimes announce itself in order to shed 
light on the system, exposing its construction, identity, personality, and politics. 


The idea is the machine that makes the art. (Courtesy of Sol Lewitt) 


A powerful concept can drive decisions about color, layout, type choice, format, and so on, 
preventing senseless acts of whimsy. (On the other hand, senseless acts of whimsy sometimes 
lead to powerful concepts.) 


The early bird gets to work before everyone else, 


Your best tine for thinking could be carly in the morning, late at night, or even, in rare 
circumstances, during class or between nine and five, Whether your best time is in the 
shower, at the gym, or on the train, use it for your hardest thinking, 


Build the discourse. 


Design is social, It lives in society, it creates society, and it needs a society of its own— 
а community of designers commited to advancing and debating our shared hopes and 
desires. Read, write, and talk about design whenever you can. 


Go forth and reproduce. 


PRAISE 


FOR 


Thinking with Type 


This beautifully designed book 
on understanding typography fills a big 


VOID. 


It enables the reader to grasp the principles of 


typography through inspiring examples coupled 


with warm, straightforward explanations. 


tudents to read it, absorb it, 


I will urge my 
and be inspired by it. And I will do so myself. 


PAULA SCHER 


This book is essential reading for the 
design student and the perfect wake-up 


DRUG 


for the most stodgy of design experts. Lupton's. 


prose is instructional, humorous, and wise. 


JOHN MAEDA 


‘This engaging book offers principles 
without.dogma and history without 


ARCAN A. 


In short, itis a compendium for 
literate typographic practice. 


ANDREW BLAUVELT 


Ellen Lupton is a stylish 


TASKMASTER. 


| couldn't put it down. 


ABBOTT MILLER 


THE ORGANIZATION OF LETTERS ОП a blank page or 
screen is one of the designer's most basic challenges. 
What kind of font to use? How big? How should 
those letters, words, and paragraphs be aligned, 
spaced, ordered, and shaped? This groundbreaking 
new text, created by leading design educator and 
critic Ellen Lupton, provides clear and focused 
guidance for those learning or brushing up on their 
typographic skills. Informative essays are followed 
by practical demonstrations that bring typography 
to life with direct, engaging commentary. Examples. 
of work by influential practitioners show how to 

be inventive within a system of typographic form— 
and how to break the rules. 
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